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Be your own judge and jury. 


Alfred Imhof Limited 


conclusive evidence 


The GRAMOPHONE 








Tinkers, tailors, soldiers, sailors 
(or for that matter, musicians, airmen, teachers, chemists) 
sitting in judgment on the latest high fidelity equipment in 
our showrooms, where Hi-Fi is in the witness box every day 
telling the whole truth and nothing but the truth. 


All the evidence you need to reach a verdict is here at your disposal. 


Come along to Imhofs and listen to the evidence of your own ears. 


Write or phone for a copy of our new Hi-Fi Catalogue 
or better still call in and pick one up. It is comprehensive, 


fully illustrated and completely free. 


112-116 New Oxford Street London W.C.1 


Telephone : 
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The Decca Record Gompany Limited proudly announces that 


Kirsten klagstad 


now records exclusively for Decca 


The first of a series of recordings by this great soprano is now available 


Waener GOTTERDAMMERUNG 
with soloists and THE Osto PHILHARMONIC ORCHESTRA 
THE NorwWEGIAN STATE RADIO ORCHESTRA and THE OpERA CHorRuSs 
conducted by Oivin FyELpstap LXT 5205-10 (/ibretto in preparation) 


The following are scheduled for release in the near future 


Vaener WESENDONCK LIEDER; Gluk ALCESTE (Original version) 

Excerpts from LOHENGRIN, PARSIFAL, DIE WALKURE with soloists and THe GERAINT JONES ORCHESTRA AND SINGERS 
with THE VIENNA PHILHARMONIC ORCHESTRA conducted by GERAINT JONES 

conducted by Hans KNaApperTsBuSCH LXT 5249 LXT 5273-6 


Advert 1 


The Decca Record Company Limited, 1-3 Brixton Road, London, S.W.9 
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The amplifier, speaker and case, with detachable lid, 
measures 8jin. by 224in. by I5Zin. and weighs 30 Ib. 


PRICE, complete with WEARITE TAPE 
Se icnnesniensemnnsionnnins peaqocenesosenseseediill £8400 


50 cycles within 1%. Suppressed for use with Tape Recorder. 


FOUR 


is almost essential for the professional or semi- 
professional where a number of different items 
have to be mixed on one tape recording. 


It is recommended by a number of tape recorder 
manufacturers for this purpose. 


Any normal input impedance can be supplied 
to order, balanced or unbalanced, the standard 
being 15-30 ohms balanced. 


The normal output is 0.5 volt on 20,000 ohms or 
less, but 600 ohms is available as an alternative. 
The steel stove enamelled case is polished and 
fitted with an engraved white panel suitable for 
making temporary pencil notes. 


An internal screened power pack and selenium 
rectifier feed the five low noise non-micro- 
phonic valves. 


Used in many hundreds of large public address 
installations and recording studios throughout 
the world. 
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RTEXION HIGH QUALITY 


TAPE RECORDER 


* The total hum and noise at 74 inches per 
second 50-12,000 c.p.s. unweighted is better 
than 5) dbs. 


* The meter fitted for reading signal level 
will also read bias voltage to enable a level 
response to be obtained under all circum- 
stances. A control is provided for bias 
adjustment to compensate low mains or 
ageing valves. 


* A lower bias lifts the treble response 
and increases distortion. A_ high bias 
attentuates the treble and reduces distortion. 
The normal setting is inscribed for each 
instrument. 


* The distortion of the recording amplifier 
under recording conditions is too low to be 
accurately measured and is negligible. 


* A heavy mumetal shielded microphone 
transformer is built in for 15-30 ohms 
balanced and screened line, and requires 
only 7 micro-volts approximately to fully 
load. This is equivalent to 20 ft. from a 
ribbon microphone and the cable may be 
extended 440 yds. without appreciable loss. 


* The 0.5 megohm input is fully loaded by 


18 millivolts and is suitable for crystal P.U.’s, microphone or 


radio inputs. 


* A power plug is provided for a radio feeder unit, etc. 


Variable bass and treble controls are fitted for control of the 
playback signal. 


* The power output is 3.5 watts heavily damped by negative 


feedback and an oval internal speaker is built in for monitor- 


ing purposes. 
* The playback amplifier may be used as a microphone or 


gramophone amplifier separately or whilst recording is being 


made. 


* The unit may be left running on record or playback, even 
with 1,750 ft. reels, with the lid closed. 


POWER SUPPLY UNIT to work from 12-volt Battery with an ompet of 230 v., 120 watts, 


Manufactured by 


VORTEXION LIMITED, 257-263 The Broadway, Wimbledon, London, $.W.19 


Telephone : LiBerty 2814 and 6242-3 


PRICE £18 0 0 


CHANNEL ELECTRONIC MIXER 





Telegrams : ‘‘ Vortexion, Wimble, London ’”’ 
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~$ QUAD IE 


The criterion, as always, is that the reproduced sound shall be the closest 
approach to the original — that the enjoyment and appreciation of music may 
be unimpeded. This is reflected throughout the design of the QUAD II. It is reflected, 
too, in the straightforward and logical system of control, 
achieved without the sacrifice of a single refinement or adjustment capable of 


contributing to the final objective. 


Send for further details and booklet : 





A 
(Gex4 (RTI ie-19MM HUNTINGDON, HUNTS - Telephone: HUNTINGDON 361. 
= 
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A |COMPLETE 














Independent variable low pass (distortion) filter. 
Two radio inputs, four record characteristics. 
Simplified pickup matching. 

Ultra compact... 


under 2 in. clearance required. 
Four alternative panel colours .. . Bronze, Ivory, Black or Red. 
Tape Record and Replay jacks. 


PRICE : £9.0.0 





CEC ix 
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HOME HIGH FIDELITY SYSTEM 








—- CONTROL UNIT —— 


£3.10.0 per pair. 


ied ee 








AMPLIFIER 











** Presence ”’ plug. 





**U.L.”’ output stage . 
Output transformer with C-core lamination material. 
Total harmonic distortion at 8 watts—.12%. 
Frequency response + .25 DB 20-30,000 cps. 
Exclusive impedance plug speaker matching. 

Ample spare power . . . 40 m/A. H.T. 
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. . push-pull EL84.s. 


PRICE : £17.0.0 





a TWO YEAR GUARANTEE 





Folded exponential horn loads to 35 cps. 
Perfect treble diffusion—no ‘‘ beaming.”’ 
Wide variety of finishes available. 


Recommended units : 
Wharfedale SUPER 8 AL. 


Basic Price (ex. works) £18.17.6. 


Goodmans 











CORNER HORN 


























‘‘RODEVCO HOUSE’’ 


AXIETTE, 


Side panels : 





Automatic Frequency Control... eliminates “‘drift.’’ 
Foster-Seeley discriminator. 

Cathode follower output. 

Built-in filament supply. 


Styled to match Control Unit. PRICE: £17.10.0 
(plus Purchase Tax £7.7.0). 











Full literature, including a !2-page illustrated Booklet devoted 
solely to Amplifier Control Unit, post free on request. 











Arrange a demonstration with your local Hi-Fi dealer 








ROGERS DEVELOPMENTS (ctectronics) LTD. 


116 BLACKHEATH ROAD . GREENWICH . LONDON, S.E.1.0 


Telegrams : RODEVCO GREEN LONDON 





Telephone : TiDeway 1723 
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(\ ANOTHER LANGUAGE 
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EASY! 


ti Listen —Imitate! There is a childlike simplicity 


w about learning languages the ASSiMiL way—the 


= =natural way! As the child learns its Mother 


##  tongue—simply and efficiently—so, by means of 


#: ASSiMiL Records and Books, you can just as easily 


m: master French, German, Italian, Spanish and 


#¢ Russian. ASSiMiL, plus adult comprehension is 


## the key to learning any of these languages in a few 


months by daily 15 minute periods of repetition. 


Try it and you will become yet another enthusiast. 








ASSiMiL (England), 
Dept. 314, 10 Pembridge Square, London, W.2. (Phone BAYswater 
5131/2) or “H.M.V.” Showrooms, 363 Oxford Street, London, 
W.1. (MAYfair 1240). 


| AM INTERESTED IN 


_------- 





ee ae 
E 


a RECORDS [_] BOOKS[] 
NAME..... 





(BLOCK CAPITALS PLEASE) 
ADDRESS 











Essential for holidays abroad—business—leisure 


INEXPENSIVE! 
_ CONTINENTAL! 





LANGUAGE COURSES IN 
FRENCH; GERMAN; 
ITALIAN; SPANISH; 

RUSSIAN. 
Comprising: 
@ Preliminary Courses each of 8 double- 


sided 78 r.p.m. 10” records and text- 
book, and 


@ Advanced Continuation Courses each 
of 12 records. 


@ Complete and Advanced Courses 


may be purchased on easy terms. 


Courses are also available for those 


whose native tongue is not English. 





ASSiMil. 


LANGUAGE GOURSES 
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How Best 


The GRAMOPHONE 


to Get 


High Fidelity 


MORE AND MORE PEOPLE seek high fidelity reproduction. A 
question they face is how best to select the appropriate components 
that together make up a satisfactory system. The variety of pickups, 
amplifiers, radio units, speakers, etc. is so wide that an error in choice 
of one or more items is very easily made without expert advice. That 
is where Quality Mart can help you better than most dealers. Our 
equipment sales manager is an engineer whose 25 years’ experience has 
included service with leading manufacturers and B.B.C. sound broad- 
casting. Our customers can therefore have confidence that expert care 
ensures that we sell only first class equipment, and equally important, 
that advice on its choice is fully reliable. 


Some outstanding new items introduced at the London Audio Fair and 
the Radio Show are featured on this page and can be seen and heard 
at our showrooms amongst a wide range of equipment. We shall be 
happy to discuss any question of equipment choice that you wish to put, 
either at our showrooms or through the post. 

















suit are also available. 


Trebax .. - 3s 2a Midax 


Axiom 150 .. £10.15.9 Audiom 60 .. £9.2.9 
A.R.U. (for Axiom & Audiom 12 in. units) 55/3 


GOODMANS AR. 


NEW SPEAKER UNITS 


AXIOM and AUDIOM units give fine performance with 
smoother, fuller bass register with the use of the Acoustic 
Resistance Unit, here pictured. New speaker units are the 
AXIETTE—a wide range 8 in. unit for moderate power and 
cabinet size. TREBAX-—a high frequency horn unit and 
MIDA X—a middle frequency horn unit ; cross-over units to 





Axiette .. £6.18.6 


£11.16.0 
















ROGERS 


The new Senior Control Unit may be used in 
place of the Junior Control Unit to give wider 
control facilities and application extending to 
pickups of lower sensitivity such as variable reluc- 
tance types. £14 
New F.M. Radio Unit of advanced design 
incorporates Foster-Seeley Circuit and automatic 
tuning correction. £24.17 
Rogers-Jason F.M. Unit also matches Rogers 
Amplifiers. £17.6.6 


WwW. B. New Stentorian Speakers are the two 

8 in. high-flux models : HF8I6 wide- 
range unit with cambric cone and universal matching 
and T816 8 in. unit for treble and middle coverage 
in dual speaker combinations with 1,500 c.p.s. 
crossover. A new addition to the popular W.B. 
cabinet range is a larger Hi-Fi Reproducer Console. 


HF816 .. £6.17.0 T816 .. £6.10.0 
CX1500 .. £1.18.3 
Senior Hi-Fi Reproducer Console .. £16.16.0 














RCA introduce a new Variable Reluct- 
ance Pickup which gives wide response and 
higher output than usual with this type of 
pickup. Available in various models from 
£12.18.1 with either dual-stylus or 
alternative single stylus. 
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Q.M. RECORD SERVICE 











We have gained through long experience a pre- 
eminent position amongst mail order record 
suppliers. 


> All records FACTORY FRESH 


How important it is to get records free from blemishes 
that occur where others have tried them over. 


Al LPs & 45s in GARDISK full size 
» Polythene bags. 


Prompt mailing of any record in 
> current supply. 


All LPs & 45s POST FREE in U.K. 
> except single 45s. 


EXPORT ORDERS Tax Free at about 
> 4/5ths home prices. 


COLLARO TAPE TRANSCRIPTOR 


This tape deck with many valuable new features attracted 
great interest at the Audio Fair and Radio Show. A few 
only now available, early order essential. £20 


ELON TAPE RECORDER 


This new portable tape recorder incorporates the Collaro 
Tape Transcriptor. Complete in itself it may also be 
used to fine effect with existing high fidelity amplifiers 
and speakers. Send for leaflet or come to our showroom 
for demonstration of this remarkable recorder. 58 Gns. 


We stock standard and long- 
play tapes for all recorders. 








PAMPHONIC FM RADIO UNIT 


This compact efficient unit 
incorporates a high sensit- 
ivity circuit and magic eye 
tuning indicator. Remark- 
ably good value at £17.9.0. 











TRANSCRIPTION MOTORS 
GARRARD 301 An outstanding model with variable 
speed adjustment an - - .. £26.8.3 
WOOLLETT, Mk. I .. - ‘i .. £21.0.0 
COLLARO 2010 A very popular unit of high per- 
formance. With Studio Transcription Pickup £19.10.0. 
With Studio P Pickup, £19.3.0. Without Pickup, £14.18.0 





NORDYK Record Units — Gram. Units — Speaker 
| Enclosure 








Tuesday to Saturday 9.30-6. 





Our Showroom is open for demonstration 


Only 20 minutes from Charing Cross by 
Northern underground or bus 27, 134, 
137 to Tufnell Park Station. 


Friday 1.30-9. 





Quality Mart 


8 DARTMOUTH PARK AVENUE 
LONDON, N.W.5 GULliver [131 
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* 4 Speakers 4 Controls 
*K 4 Speeds 


. .. In one compact unit! 


The enthusiasm with which the E°A°R Triple-Four was 
received at the Radio Show is easily explained. 


Here is a portable instrument capable of recapturing the 
full richness of the original studio performance. 


The result of a long period of development by E’A’R 
Technicians, the Triple-Four incorporates all these features : 


@ E-A’R four stage 6-watt push- 


pull Amplifier @ Floodlit contro! panel. 
- @ Garrard RC120 Record Changer 
a emma —— a See — high compliance turnover 
ickup. 
@" Input selector switch for LP-78 —— 
. and Radio or Tape. @ Valves: EF86; ECL82; ECL82; 
EZ80, 
@ Four permanent magnet speakers 
(10” x 6” Bass, 7” x 4”. Inter- @ Cabinet of original E-A-R design 
mediate, 4” Treble (2) with ; with concealed speaker vents. 
cross-over network). Extension Available in attractive colour 
socket provided. combinations. 
36 gns 





with the C3] VW ESS 3 
"ll / 
os 
Portable Ly eS... 





The Triple-Four is the latest addition to 
the E-A-R Balanced High Fidelity range. 


EAR 


The symbol of Leadership in Gramophones 





E-A-R 
Hear the E-A-R Balanced High Fidelity and Barkha 
Standard Ranges at your dealer, or write : Non -Gitlr 
ELECTRIC AUDIO REPRODUCERS LTD. 172 ons. 


The Square, Isleworth, Middlesex 
Cables: Eargram, Isleworth, Hounslow Phone: HOUnslow 6256-8 
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65... 


including Mic. and 
1800 ft. of Long- 
Play Tape 











The finest Tape Recorder you’ve 
ever heard 


It’s also the first 16 K/CS portable tape recorder, and the first machine to 
incorporate the Collaro tape transcriptor. There are some other news- 
making reasons too. It’s got three speeds—15, 74 and 3? in. per sec. ;_ press- 
button track changeover ; over 3 hours playing time ; internal mixing ;: 
plays pre-recorded tapes to perfection ; these attractions and many others 
are all included in this superb new tape recorder. 








The connoisseur will appreciate the tonal value and reproduction capacity 
which is equivalent to professional standards, for, make no mistake, the 
Elizabethan de Luxe is undoubtedly a machine for the real lover of fine 
sounds in speech or music. 







See your nearest dealer today and ask him to demonstrate the new 





ee ee ee eee ee ee , 

' Please indicate the machine which interests you Elizabethan de Luxe portable tape recorder—you’ll agree that it’s 
Please send - oni ie ; 

| me FREE ee rrr I just what you've been waiting for’. 

| fully illustrated ADDRESS ...........ccccccccccccccue I The Elizabethan 56 twin is also available at 52 gns. 

| brochure | 

| andtechnical $F = cerrrtrttttttttsseeeeeecccececcces | ———___ a 

| specification Eiisshethen 3 Luxe O Gy (T APE RECORDERS) LTD. 

le ee ab a OOOO SSOesBeeswsoowooaae all 

DHB/2656A SSS sié‘é‘=DPs*&HLD«~@PLLACEE, ST. JOHN STREET, LONDON, E.CI. 

| ——_—  — 
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if you enjoy your records reproduced with clarity and quality, and 
like to forget about the intermediate mechanics of the gramophone. 
If you are a music lover with an ear for detail, you will prefer a 


@ From leading VOLMAR above others costing pounds more. They bring quality VOLMAR TRENT 

stockists in all reproduction for such modest outlay that not to hear one is to miss a 

principal towns genuinely thrilling experience in listening to records. Ask your fer with conn belek Gomes 
local stockist to let you hear more of the work quoted above, on a RC.120 4-speed Autochange unit with 
VOLMAR Gramophone. As you will have recognized, it is Mozart’s manual control, full-size BR ang 
40th Symphony in G minor, a test for any gramophone. 7 in. speaker, etc. ens. 


Leaflet on request from 


VOLMAR, 14! HIGH STREET, BRENTFORD, MIDDLESEX. __ Teleptone—EALing 1413 
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**‘Memories of Richard Tauber” 


Pedro, the Fisherman (from “The Lisbon Story”) 


A Long Playing I knew that you must care 
Love serenade 
Sylvi 
Record ylvia 


Largo — Handel (in Italian) 
to bring you At the eens (from film “Balalaika”’) 
For this I pray 


. Serenade 
memories of 


Dus bist die Welt fur mich — sung in German 
(You mean the world to me) 


Ave Maria — Bach-Gounod (sung in Latin) 


PMB1010 





PARLOPHONE 


33; r.p.m. Long Playing Record 





THE PARLOPHONE COMPANY LIMITED, RECORD DIVISION 8-1! GREAT CASTLE STREET LONDON W |! 
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Separate Units supplied. Write for NEW Catalogue of 36 designs of cabinets for Equipment, Speakers, Record & Pye Black Box. 


A. L. STAMFORD (Dept. U16), 20 College Parade, Salusbury Road, London, N.W.6 

































This 


made to meet the demand 
for a high class instru- 
ment at a popular price, 
its fine tone and appear- 
ance are obvious to ear 
and eye and its quality is 
backed by our guarantee. 


FROM ALL GOOD DEALERS 


Manufacturers | 


J. & A. MARGOLIN LTD. 
112-1146 OLD STREET 
LONDON : E.C.! 


Tel.: CLErkenwel! 2133-7 
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yality! 


only the DANSE TE: G32 comines super 


mechanism, construction and styling 


at such low cost 


RECORD CHANGER. Miulti-speed Garrard Auto taking 10 records 
10 in., 12 in., or 7 in., Standard or LP. 


PICK UP. Dual turnover cartridge with Stylus Sapphire Needles. 
AMPLIFIER .3 valve A.C. with independent Bass and Treble controls. 
PILOT LIGHT and external extension loud speaker socket. 

VOLUME CONTROL and On/Off switch. 
STYLING. Hide finish with 2 tone effect. 



















model has been 





Please send for free coloured 


Catalogues of all models from 12} gns. TAX PAID 
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What’s in an / 
Enclosure ? 





For those to whom acoustics is a mystery, the mounting of such a fine high fidelity 
instrument as the Tannoy Dual Concentric Speaker is inevitably something of a 
hit-and-miss procedure. And it is difficult subsequently to subdue the nagging thought 
that perhaps a more knowledgeable approach might have produced even finer results. 


It is for such people . . . people who cannot be happy with anything short of the best... 
that the GRF Enclosure has been produced. 


Based on the larger and more costly ‘ Autograph ’ enclosure, it has an elaborate interior 
system of sound source expansion, incorporating all the advantages of horn loading for 
bass reproduction. Mid-range frequencies are covered by direct frontal radiation 
via an entirely new acoustic coupling device, and the high frequency end of the spectrum 
DIMENSIONS is amply catered for by the normal non-directional horn loaded source of the 15” 


Maximum front to rear 29° Tannoy Dual Concentric unit. 


Maximum width 38° ; Tepe. ; an 
Overall length 48° .... And if technicalities are of little more than passing interest, the point that really counts 


Steer clearance. on is that, obviously, Tannoy would never. release an enclosure that did not extract the last 
standard legs 6%" possible degree of realism from their own Speaker unit. 


TANNOY 
Practitioners in Sound 





TANNOY PRODUCTS LIMITED, WEST NORWOOD, LONDON, $H27 Tei: Gipsy Hill 1131 
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The New 
Mastertape 





Master Sound 














Described as the best in Europe 
MAKES RECORDING HISTORY 
an expert writes 


Looking back over the last seven years of Tape Recorder development, 
| think I can honestly say that the biggest single advance | have made since starting, 


amo 




















was changing over to M.S.S. PM/I5 Recording Tape. 

A sample of this Tape, which was kindly handed to the undersigned by one 
of your Representatives at the recent Audio Fair, has proved itself to be superior 
beyond all doubt. 

An impartial test was conducted by splicing the 150-ft. sample length into 
the centre of a longer spool of Tape made by a famous manufacturer. 

The difference in signal/noise ratio, and the treble response was very marked, 


when the M.S.S. tape arrived at the replay head ! 
Yours faithfully, 
(signed) J. A. Plowman, 
A.M.Brit.I.R.E. 





Whatever the Machine 


even to a non-technical ‘* guinea-pig ’’ who inquired what had ‘* happened ”’ ¥ 





You can have this Experience too 


SIX REEL SIZES PLASTIC SPOOLS 























PRICES : 
Complete Empty Complete Empty 
150 fc. -_ we — 5/6éd ea. 2/6d 850 fr... ion ... 27/6d ea. 3/9d 
300 ft. ~ _ sii 10/6d ea. 3/-d 1,200 fe. ... sai we 35/- ea. 4/-d 
600 ft. oe wets _ 20/-d ea. 3/6d Sf) wid _ 55/- ea. 12/6d 
JOINTING ACCESSORIES : 
Leader 
White, Red, Green, and Yellow 4/6d per reel 
Adhesive Jointing Tape 
Reels containing 18 yds. each 5/-d per reel 
Jointing Compound 
Bottles containing 2 oz. 4/6d per bottle 
Also non-magnetic scissors, and splicer 








M.S.S. Recording Co. Ltd. 








Colnbrook, Bucks. Telephone: Colnbrook 430 
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| THE L/P RECORD LIBRARY 

- CATALOGUE AND HAND- 
BOCK is the only comprehensive 
| SELECTIVE catalogue published, listing 
| only records recommended by 





| LIBRARY SERVICE 
| (I/- per week each L/P 
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Besides a complete list of nearly 
3,000 different L/Ps already available 

to members, also included are _ sections 
on :— 





@ A Basis for a Record Collection 


the critics. (A short list of 100 recommended L/Ps) 















AN 
@ FULL DETAILS OF IMPORTANT @ The Care of Long Playing 
RETURN OF POST ANNOUNCEMENT Records 


The Long Playing 
Record Library is proud 
to make available to the 





@ The Reproduction 


borrowed) are oF Sang: Pinying 











discerning music lover and record Records 
inchedes. collector — the First SELECTIVE 
CLASSICAL L/P CATALOGUE. 
SEND FOR aa 
YOUR THE COPY 
COPY L/P RECORD NOW 
= LIBRARY — 
(CLASSICAL) 
CATALOGUE AND HANDBOOK for 1956-1957 
COSTS ONLY 















POST 3/. FREE 


The FROM Most 
Member- THE LONG PLAYING RECORD LIBRARY Pentinan 
ship of the SQUIRES GATE STATION APPROACH Library 
LIP Record BLACKPOOL, LANCS. copies are 
i h | 
Ubrary offers Nearly 3,000 L/P and M/P records are ; — y ie 
you the chance listed and where there are several ——- thane 
to borrow your comparable versions of a single for sale at most 
choice from ‘the work they are listed in order reasonable second- 
B wealth of music in oF tppreinee. hand prices (and as 


SEND FOR 
YOUR COPY 
NOW 
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Until the middle of the nineteenth 
century Norwegian music had been 
strongly influenced by classical forms 
imported from Germany and Italy; 
and these forms had combined to 
produce a formalized style which some 
musicians considered unsuitable to 
the naturally romantic Nordic tem- 
perament. Certainly Grieg thought so; 
he was a romantic composer, that is, 
he rejected the classical tradition and 
began again—literally from the begin- 
ning—by allowing himself to be influ- 
enced only by the age-old songs and 
dances of his country. So com- 
pletely did he absorb its musical idiom 
that his work not only contains folk 
tune—it is saturated in it. 


**Seven Sister” waterfall in the 
Geiranger fjord 


Oslo University and the National Theatre 


Nicolai 
Orchestra 


Photos: Norway Travel Association 
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Nationally Grieg professed himself 
Norwegian; “‘I am not’’, he said, “an 
exponent of Scandinavian music, but 
of Norwegian”; and his insistence on 
this diversity of national character- 
istics had been responsible, since his 
day, for much of the “‘ live ” develop- 
ment of music outside his own 
country. 

Deep love of fatherland was never 
more fervently expressed than in the 
music of Edvard Grieg. To him, 
Norway’s hills and fields, her towns 
and villages, above all, the peasant 
melodies and folk-lore of her people, 
were everything. His music centres 
round them as his own life centred 
round his music. 


And in the following compositions which 
have been recorded on LP by “His 
Master’s Voice” one can hear not only the 
work of a great composer—but the very 
song of Norway itself... 


CONCERTO IN A MINOR 
Moura Lympany, Philharmonia Orchestra 
cond. Herbert Menges 
CLP10 


37 
LYRIC SUITE 


Malko and the Philharmonia 


CLP1026 


PEER GYNT SUITES Nos. 1 and 2 
and Dances of the Mountain King’s Daughter 


Arthur Fiedler and the Boston Promenade 
Orchestra 


DLP1033 
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Belated Advice 

I must apologise to one of our readers for 
mislaying his letter asking for advice about 
a recording of Messiah, which he wished to 
give as a present to a friend. I hope it is 
not too late to recommend, after a re- 
reading of Andrew Porter’s admirable 
review of all four available issues in THE 
GRAMOPHONE of May 1954, the recording 
made by Sir Adrian Boult and the L.P.O 
and Choir with Jennifer Vyvyan, Norma 
Procter, George Maran, and Owen 
Brannigan, as soloists (Decca LX T2921-4). 
A.P. says: “ For scholar and for general 
listener, for the lover of fine singing and for 
the Albert Hall enthusiast who hungers for 
the sound of full choir, for the collector to 
whom recording quality is paramount, on 
every count, in fact, the Decca version is 
the one to have ”’. 


Copyright Bill 

The second reading of a new clause to 
the above Bill was moved by Mrs. Lena 
Jeger last July in the House of Commons to 
the effect that an endeavour should be made 
to create a national library of sound record- 
ings by giving the Trustees of the British 
Museum power to designate a suitable 
society or institution to do this work on 
their behalf, the British Institute of Recorded 
Sound Ltd. being the obvious body to carry 
out this task. 

In the debate that followed it emerged 
that E.M.I. alone withdrew 7,500 records 
last year from its catalogue, and that this 
process of attrition was going on month by 
month. Posterity should not be deprived of 
the most valuable of these discs. I do not, 
however, follow Mr. Walker-Smith in 
saying that “‘records cost next to nothing’’. 
If the companies are, by law, compelled to 
deposit two copies of each disc—or each disc 
called for by the Trustees—in the British 
Museum, or the body designated by it, it is 
natural that they should resent paying 
purchase tax on these. 

The fact remains that, as Mrs. Jeger said, 
posterity would certainly blame us severely 
if, at least, we did not take measures to 
ensure that records of composers conducting 
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EDITORIAL 


or playing their own works were not 
preserved—and at present there is no 
guarantee that they will be preserved. The 
motion and clause were withdrawn in view 
of the matter being tabled for further dis- 
cussion on Report stage in the first week of 
October. 


Telephone : WORDSWORTH 2016 
Telephone : GERRARD 0850 


The matter is mentioned here as one of 
principle, whatever the objections on one 
side or the other, and we must hope that 
voluntary co-operation of the kind envisaged 
by the Parliamentary Secretary and by Mr. 
Anthony Greenwood will bring it about. 

ALEC ROBERTSON 





QUARTERLY REVIEW 





THE GRAMOPHONE 
AND THE VOICE 


By DESMOND SHAWE-TAYLOR 


PROMISED last quarter to return to 
the subject of Die Frau ohne Schatten, and 
I do so with pleasure, although I admit that 
this grandiose and in many ways impressive 
opera always leaves me with mixed feelings. 
Its relative unpopularity makes the enter- 
prise of Decca, in issuing the whole work 
on five records, all the more surprising and 
commendable. There are a few cuts in the 
recording, it is true, but these are only such 
as are made anyhow in live performances at 
Vienna, and they are considerably less 
extensive than those made by Munich in a 
Festival performance twice broadcast by the 
Third Programme last January. At last, 
therefore, the Englishman is in a position to 
make himself familiar with this long and 
important score. No doubt a libretto, 
with accompanying translation, will soon 
appear; already the five record covers 
contain an excellent introduction to the 
work and a clear synopsis of its complex 
plot, together with some indication of its 
thematic structure. Why, by the way, does 
Decca, which on the whole commissions the 
best sleeve-notes produced by any English 
company, insist on their remaining anony- 
mous ? Why should the buyer of Die Frau 


ohne Schatten not be told that the commentary 
is the work of William Mann, who is known 
to have been engaged for some time on a 
critical study of Richard Strauss ? 
Hofmannsthal and Strauss aimed high in 
this opera, and high claims have been made 
for their achievement. Tovey seems to have 
thought it the composer’s masterpiece for 
the stage. He called it “ the most noble 
gesture in music since 1918 ”, which may 
not sound much of a compliment when we 
recall that the opera came out in 1919 and 
that Tovey was writing barely ten years 
later ; but he went on to say that it was 
*‘ Strauss’s grandest and most grandly 
realised opportunity for beauty ”. Evidently 
the opera satisfied Tovey’s idealism: it 
broke away, he approvingly noted, “ from 
the twilight of fin-de-siécle and recent erotic 
art . . . with a heroic plea for normal love 
and life.” | Unfortunately, the decadent 
Salome and the cheerfully erotic Rosen- 
kavalier drew from Strauss a more vivid and 
beautiful flow of music than the legendary 
solemnities of Die Frau ohne Schatten. In fact, 
music is incapable of depicting specifically 
moral or immoral ideas; what damped 
Strauss’s inspiration in Die Frau was not the 
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high-mindedness of the action so much as 
the symbolic and unreal nature of the 
characters. He soon came to see this clearly 
himself. At first he had embarked enthusi- 
astically on Hofmannsthal’s scenario ; but 
before he had finished the music he felt that 
he was on the wrong path. 

The characters in Die Frau ohne Schatten, 
he complained, were only symbols. “‘Figures 
like the Emperor and the Empress, and the 
Nurse too, cannot be filled with red blood- 
corpuscles like a Marschallin, an Octavian, 
an Ochs. Tax my brain as I will, my heart 
is only half in it ; and when the head has 
to take over the bulk of the work, a touch 
of academic coldness (what my wife rightly 
calls ‘ music-spinning ’) gets in—something 
that no bellows can blow up to a real fire ”’. 
It is perhaps significant that the only 
personage in the opera who has a name— 
Barak, the dyer—emerges as the ripest and 
most successful characterisation. Among the 
finest pages in the score are the end of the 
first act and the beginning of the last ; and 
each is mainly concerned with the goodness 
and humanity of Barak. The passage from 
the Strauss-Hofmannsthal correspondence 
which I have just quoted was written before 
the composition of the last act; and the 
fact that in later years Strauss came to 
think better of the opera can be attributed, 
not only to the tenderness which artists 
are apt to feel for their less successful works, 
but to the musical superiority of Act 3. The 
C major ensemble which concludes the 
opera is admittedly bombastic (Strauss is 
often at his worst in C major) ; but the 
previous great climax of the Empress’s 
ordeal is both musically and dramatically 
impressive ; it is indeed one of the few 
truly dramatic scenes in the whole action. 

Here and elsewhere, Leonie Rysanek 
gives us some splendid singing. Hitherto I 
have not been a whole-hearted admirer of 
this very popular soprano, either on records 
or on the stage. Her faults have seemed to 
cancel out her virtues. She has probably 
the most thrilling upper register of any lyric- 
dramatic soprano now before the public ; 
the more difficult the tessitura of her roles, 
the more gloriously she soars aloft. It is 
when singing quietly in the middle of the 
voice that she reveals her technical weak- 
nesses. The contrast was very noticeable in 
her performance as Rezia in a recent Berlin 
production of Weber’s Oberon, where her 
high B flats towards the end of ‘* Ozean, du 
Ungeheuer ! ” were sensational, but in the 
cantabile section of the aria her emission 
of tone was uneven and unsteady. Either 
she has improved her technical control, or 
the part of the Empress suits her better ; at 
any rate, she is unquestionably the vocal 
star of the Decca set. Christel Goltz is never 
a dull singer, and she effectively conveys the 
fretful character of the dyer’s wife ; but, in 
the more rapid passages especially, her 
- actual singing is often clumsy. Elisabeth 
Héngen is dramatic and sinister in the 
important role of the Nurse ; vocally, it is 
now a little beyond her resources. How one 
would like to have heard the opera in its 
original cast, with Jeritza as the Empress, 
Lotte Lehmann as the Wife, Lucie Weidt 
as the Nurse and Richard Mayr as Barak. 
Karl Aagard-QO¢cstvig, who sang the 
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Emperor, was the only relatively unfamiliar 
name in that galaxy of talent. In the 
recording the Emperor’s part is strongly 
sung by Hans Hopf, who sounds just like 
the Nurses’s description—“ a hunter and a 
lover, no more! ”’. Paul Schoeffler has the 
mellow timbre and sympathetic manner 
required for Barak. In short, the cast is 
probably as good a one as could now be 
assembled ; but there are conductors, such 
as Reiner or Karajan, who might have 
made more of the richly coloured orchestral 
part than Karl Bohm. For a sample of 
music, performance and recording at their 
best, I recommend the intending purchaser 


to try side 8. 
The Flagstad Gétterdammerung 


We are accustomed to the always rather 
sad spectacle of a favourite singer changing 
over, in the last days of a long career, to 
the studios of another (usually minor) 
recording company. There is the rather 
pathetic Lotte Lehmann Farewell Recital 
issued in America by Pembroke ; there is 
Tito Schipa’s Durium record of Neapolitan 
ditties; there is Panzéraon Mercury, Martin- 
elli and De Luca on Continental ; and 
there is Elisabeth Schumann’s still radiant 
singing of Franz and Mendelssohn, which 
was unworthily recorded by Allegro. At 
first sight, Kirsten Flagstad’s unexpected 
desertion to Decca might seem to belong 
to the same category—although no one 
would call Decca a “ minor” company ; 
and there is certainly something a little sad 
about the complete (well, almost complete) 
Gétterdémmerung which contains her inter- 
pretation of the most important of the three 
Briinnhilde roles. It is so evidently an ad hoc 
affair. Its basis, as we all know by now, was 
a radio performance spread over three 
evenings in Oslo last January; I gather 
that some parts of the opera were directly 
recorded from the broadcasts, while others 
were made shortly afterwards. 

It is, to be frank, a terribly uneven 
performance. Two Norwegian orchestras 
joined forces, and in the more familiar 
parts of the music they often do quite well ; 
but it is all too plain that the immensely 
long and complex score is unfamiliar to 
them, and probably to their conductor 
(Qivin Fjeldstad) too. The now famous 
incident of the cut strongly suggests such an 
explanation. Herr Fjeldstad is reported to 
have insisted on the excision of 43 bars after 
Hagen’s monologue in Act 1 on the ground 
that so long a passage of “* transformation- 
music ’” was needed only in a stage per- 
formance ! Consequently, after the last bar 
of Hagen’s grim soliloquy, instead of the 
harsh bite of the high woodwind in the 
** Servitude ”’ theme, we have the same 
motif played quite gently on the strings—in 
preparation, of course, in Wagner’s infinitely 
subtle transitional scheme, for the return 
to Briinnhilde’s tender musings. So crude 
an error could only result from a combina- 
tion of insensitivity and ignorance. 

Except for Svanholm, who is much as 
usual though a bit tighter and harder in 
timbre, with one unexpectedly brilliant 
sustained high C in Act 3, the cast is strictly 
local ; it is weakest on the male side. The 
Hagen is absurdly meek and mild, and the 
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Gunther is ineffective. So, for that matte-, 
is the Gutrune, although the same singer 
(Ingrid Bjoner) does very well as Third 
Norn. The Norn Scene is altogether 
successful, and the First Norn (Eva 
Gustavson) also makes a very promising 
and dramatic-sounding Waltraute, although 
she lacks power in her upper notes. The 
Rhinemaidens, on the other hand, are 
frequently out of tune, and their loud bursis 
of laughter (at Siegfried) sound comical in 
the wrong way. 

So there we are. The purchaser of the 
Decca Gétterdimmerung must ask himseif 
whether he wants it simply and solely as a 
Flagstad souvenir, for in other respects it 
is bound to be surpassed before long. As a 
memorial to the finest Briinnhilde of recent 
memory, it succeeds beyond all reasonable 
expectation, and compels our gratitude to 
Decca for making it available. One can 
scarcely believe that the great singer had 
passed her sixtieth birthday. The voice 
remains amazingly strong and clear. The 
middle register is as solid as ever up to 
soprano G; B flats and even B’s are still 
fearlessly attacked—though they are aban- 
doned more quickly than of old. Near the 

inning there are one or two notes of 
dubious pitch; but by the scene with 
Waltraute she has fully warmed up. In the 
last two acts she sings with confidence and 
regal authority. Near the end of Act 2 there 
is an extremely difficult phrase which she 
brings off to perfection: ‘“‘ Gutrune heisst 
der Zauber, der den Gatten mir entriickt ”’ 
is declaimed in an imperious and 
impassioned curve, from the sustained E flat 
to the high B flat and down again, it 
sounds incomparably grand. For such 
singing as this the set will always retain 
its value, even after, say, a Rudolf Kempe 
version has appeared with Médl or Varnay 
or Harshaw as Briinnhilde. 

Since not many people will contemplate 
with equanimity the eventual purchase of 
two complete Gdtterdammerung sets, it may 
help to indicate which of the six auto- 
matically coupled Decca records contain 
the most and best of Flagstad’s performance. 
Fortunately, the choice is not difficult. Five 
of the twelve sides offer no Flagstad at all, 
and one or two of the remainder have very 
little of her. By far the most valuable disc 
is LXT5209, which couples sides 5 and 8 
and thus gives us approximately the last 
twenty minutes of both Act 1 (from “‘ So 
sitzt er” and Act 2 (from “ Schuft ihr mir 
Schmach ”). The best of the remaining 
sides is side 4, containing the first half of 
the scene with Waltraute ; but this has the 
disadvantage of being coupled with the 
feeble and giggling Rhinemaidens from the 
beginning of Act 3. In the last side (on 


LXT5205) Flagstad is in particularly fine 


voice, especially in the cantabile B flat 
passage addressed to the Rhinemaidens ; 
but then most Wagnerians and all Flag- 
stadians are sure to possess the Immolation 
Scene already in the splendid H.M.V. 
recording with Furtwangler. The opening 
duet with Siegfried (“Zu neuen Taten”’, 
on side 2, LXT5206) is uneven, but has 
superb passages; some day, however, 
H.M.V. will perhaps release the Victor 
recording of this scene which Flagstad made 
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with Melchior at a time when her voice 
was at its best and the climactic C did not 
have to be avoided. But how absurd it is— 
how pitiful—that we should be _ thus 
reduced to assembling Flagstad’s Briinn- 
hilde in bits and pieces, as we are also 
obliged to assemble Stabile’s Falstaff! Why 
on earth did not H.M.V. record the whole 
magnificent interpretation years ago? 
For the matter of that, it is likely that 
complete tapes of Der Ring, with Flagstad, 
still exist. Was there not, some years ago, 
a cycle performed at La Scala, I think 
under Furtwangler, which was recorded 
live and broadcast at a later date ? If so, I 
suppose that Copyright—which exists in 
order to protect the artist, but often 
seems to work in a contrary sense—will 
ensure that these tapes are forgotten and 
eventually destroyed. 


Song Cycles and Recitals 

I have derived very great pleasure from 
the Eleanor Steber recording of Berlioz 
songs, issued by Philips, about which A.P. 
wrote disparagingly in July; and I was 
about to break a lance with him on the 
subject when yet a third version of Les nuits 
d’éé was announced—this time from 
H.M.V., with Victoria de los Angeles as 
soloist, and the Boston Symphony Orchestra 
under Charles Munch. In the circum- 
stances it seems better to wait until all three 
performances (Danco, Steber, de Los 
Angeles) can be considered together. But 
one thing will in any case continue to make 
the Steber disc very desirable, namely the 
inclusion of three additional and otherwise 
unrecorded songs with orchestral accom- 
paniment, especially La captive. A.P. calls 
this song the most familiar of the three, and 
it is certainly singled out by all writers on 
Berlioz ; but is it ever performed ? I have 
wanted to hear it ever since reading 
Hadow’s praise in his Studies in Modern 
Music ; but I never remember to have seen 
it in a programme, although I suppose the 
Third must have broadcast it at one time 
or another (it exists, by the way, in various 
forms). Anyhow, now that we have it, it is 
revealed as a jewel of romantic melody, with 
a long, sinuous, sauntering line and a most 
delicate and imaginative orchestral accom- 
paniment which varies with each verse. I 
find that everyone who hears the song (and 
indeed the record) falls in love with it ; and 
the next song, Le jeune pdatre breton, with its 
horn obbligato, though more naive, is also 
very attractive: The final Zaide is a lively 
Bolero in which Miss Steber manages 
particularly well the moment in each verse 
ae the music modulates into the major 

ey. 

Fischer-Dieskau’s singing of Mahler’s 
Kindertotenlieder, which has been extrava- 
gantly praised, strikes me as a curious 
mixture of good and bad. On side 1, which 
contains the first two songs, his singing is 
generally too loud and unintimate, with 
plenty of those excessive sforzandi which 
always tempt him. In the first song (page 10, 
bar 2, in the Philharmonia score) he com- 
mits what seems an impossible musical 
solecism by singing twice the note G on the 
last syllable of the phrase “‘ Ein Lamplein 
verlosch”’, although in the printed score the 
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second G is tied to the first : a small detail, 
perhaps, but one that sounds extremely odd. 
But on the other side of the record he finds 
his best form. In the lovely fourth song, Oft 
denk’ ich, sie sind nur ausgegangen !, he gives 
us at last a real intimate pianissimo at the 
words “QO, sei nicht bang, der Tag ist 
schén!”’ ; and in the despair and remorse 
of the final song he is equally fine. The 
cycle ends with one of Mahler’s most 
gentle and exquisite cradle-song melodies, 
and here both singer and orchestra achieve 
a magical hush, a dying fall that—in 
Shelley’s words—vibrates in the memory. 

To those with a sweet tooth I recommend 
Chausson’s voluptuously nostalgic Poéme de 
amour et de la mer in the intimate and 
touching interpretation of Irma Kolassi, 
accompanied by the L.P.O. under Louis de 
Froment, on both sides of a ten-inch Decca. 
The American mezzo, Gladys Swarthout, 
sings the same scena warmly, though not 
quite so idiomatically, on a single 12-inch 
H.M.\V. side, with an orchestra authortita- 
tively conducted by Pierre Monteux ; but 
the miscellaneous recital of French songs 
with which she couples her version is oddly 
chosen and not at all well done. On a 
medium play Decca Heinz Rehfuss, with 
the Swiss composer, Frank Martin, as his 
excellent accompanist, has selected some 
unfamiliar and often beautiful Schubert 
songs for bass to make a rather sombre, but 
well chosen, recital; he has improved 
greatly as a Lieder singer since he made a 
rather dull record of Hugo Wolf’s Michel- 
angelo Lieder. Having committed myself to 
that judgment, I shall not be at all sur- 
prised to discover that the two records were 
made in the reverse order to that in which 
they have appeared ; such is the lot of the 
reviewer ! 


Fifty Years of Great Operatic Singing 

It is splendid news that at last H.M.V. 
are beginning to show an interest in the 
glorious vocal past of their company—even 
though their first large-scale LP reissue is 
in fact a Victor album chosen (sometimes 
well, sometimes oddly) by a New York 
critic. I have not yet had a chance to hear 
these five records, but from the many titles 
which I have long known in their original 
form I find myself in substantial agreement 
with Philip Hope-Wallace’s commentary 
last month. I am particularly glad that his 
influence has induced the company to re- 
transfer the Patti recording of ‘“‘ Batti, 
batti ’’ so that it comes out in the key of 
E flat. I feel almost sure that this is the key 
in which she sang the aria for the gramo- 
phone, and quite certain that she did not 
sing it in the normal key of F. Not only 
does the original record have to be played 
at a much faster speed than the rest of the 
series in order to tune it up to F, but the 
result is then horribly shrill and unnatural, 
as many people may remember who heard 
the record so used in illustration to a 
broadcast talk on singing a few years ago. 

The whole question of Patti speeds and 
keys is highly complicated ; readers will find 
a lengthy and interesting, but far from 
decisive, discussion of the subject in the 
recently issued Patti number of the Ipswich 
Record Collector. It is a great pity that no one 
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thought of consulting Sir Landon Ronald 
while he was still alive. Even to-day there 
may be people living who not only heard 
Patti sing, about 1905-1906 (when she 
made her records), but possess a sense of 
absolute pitch and good memories ; if so, 
they could perhaps tell us the keys in which 
she used to sing her most popular numbers. 
But the problem is how to find such persons. 
I recently wrote to the veteran ’cellist, Mr. 
W. H. Squire, in the hope that he might 
have toured with Patti about that time ; but 
although he was the principal ’cellist at 
Covent Garden in 1895, the year of Patti’s 
last stage appearances in England, and 
consequently had then to play her ’cello 
obbligato in “ Batti, batti’’, he could 
throw no light on her later activities. Until 
some reliable information comes to light, it 
seems that our best solution is to start from 
two arias, one in each group of her records, 
which she could not conceivably have 
transposed down—that is to say, from 
*“Voi che sapete” (B flat) in the first 
group and “ Connais-tu”’ (D flat) in the 
second—and then to maintain the same 
speeds, more or less, for the remainder of 
each group. Of course it is conceivable that 
the speed of the recording machine may 
have varied in the course of so long a group 
as the first ; but the fact that, according to 
this system, nearly everything comes out in 
a real key (i.e., not betwixt and between) 
is strongly in its favour; and one of the 
results of the method is to show “ Batti, 
batti ’’ as having been sung in E flat. 

Can any reader with a long memory 
throw further light on the subject ? 





Classical LP Catalogue 

In June, 1953, the first edition of “‘ The 
Gramophone LP Record Catalogue ”’, as 
it was then called, listed 58 entries under 
the name of Bach ; the June, 1956, edition 
of the catalogue listed over 400 entries ! 
The September edition of ‘THE GRAMOPHONE 
CrassicAL LP CATALOGUE contains even 
more entries together with invaluable refer- 
ence to th: date of their review in THE 
GRAMOPHONE. In addition there are full 
details of the prices of all records, applicable 
both at home and abroad, together with the 
addresses of all the record manufacturers 
operating in this country. Copies of the 
catalogue are available now from all record 
dealers, price 3s. 6d., or direct from the 
publishers at 49 Ebrington Road, Kenton, 
Middlesex, price 3s. 1od. post free. 


Disaster Averted ! 

On page 149 of the September issue the 
dates of the N.F.G.S. Hoddesdon Confer- 
ence were announced for the week-end 
April 12th to 15th, 1957. These dates, of 
course, clash with the final part of the 
London Audio Fair, so those interested 
should note that the N.F.G.S. Conference 
has now been brought forward to the 
week-end April 5th to 8th, 1957. 


W.E.R.M. 
The third supplement to The Worid’s 

Encyclopaedia of Recorded Music, covering the 

period 1953-55 and part of 1956, is now in 

the hands of the printer and publication is 

anticipated in January, 1957. 
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LETTER FROM AMERICA 


By HAROLD C. SCHONBERG 


| Ase summer, as I remember it, was a 
fairly quiet period in the record industry. 
This summer the releases have been over- 
whelming, and one wonders how the 
American market can absorb it. All I can 
do here is to mention some of the highlights, 
beginning with the more ambitious sets, 
chief among which looms Decca’s latest 
D.G.G. Archive release—fourteen discs at 
one gulp, starting with Gregorian chant 
and ending with Mozart. Among the discs 
there is one devoted to Machaut, with the 
Mass of Notre Dame and ten secular works ; 
two discs containing Monteverdi’s Orfeo ; 
a disc of organ music by Georg Bohm ; 
anthems and songs by Purcell ; two discs of 
Bach motets ; Pergolesi’s La Serva Padrona ; 
Telemann ; German operatic arias by 
Handel. The Mozart disc contains some 
novel items—twelve canons, and_ the 
Adagio and Rondo in C minor (K.617) 
and Adagio in C (K.617a), the latter two 
works written for glass harmonica and 
played on one by. Bruno Hoffmann. (It 
sounds a little like a harp played under 
water.) All of this material is presented with 
musicianship and scholarship. It is unfor- 
tunate that the enterprise is not handled a 
little better externally. The album covers 
have a tendency to fall apart, and the notes 
seldom give English translations of the texts. 
Indeed, for a large-scale and musicological 
effort of this sort, the notes are surprisingly 
meagre and even often inadequate. 

In a twelve-disc Concert Hall package 
come all forty-one Mozart symphonies 
played by several orchestras (Winterthur 
Symphony, Netherlands Philharmonic and 
Orchestra of the Vienna State Opera) and 
conductors (notably Otto Ackermann, 
Walter Goehr and Henry Swoboda). 
Nos. 1-25 had previously been available ; 
the others, if not new, at least are making 
their first domestic appearance. The 
recorded sound in this collection varies 
from merely fair (especially in the early 
symphonies, which are dry and _ un- 
reverberant) to quite good. Generally 
speaking, the interpretations are “straight” 
and natural, without the artificial gloss 
heard when better orchestras and prima 
donna conductors tackle Mozart. Not all 
is sweetness and light in this series ; often I 
get a feeling that the musicians are sight- 
reading (as they probably are), and there is 
only too frequently a routine quality to the 
conducting—the lack of a caressing phrase 
where one is needed ; a matter-of-factness ; 
a lack of anything resembling temperament. 
On the whole, however, the interpretations 
are in good order, and I must say that I 
prefer this type of playing to the outbursts 
of the virtuoso orchestras. 

Westminster has its Mozart series too. 
Vol. LX of the complete symphonies offers 
Leinsdorf and the Philharmonic Symphony 
of London in Nos. 33 and 34: tight, hectic 
readings despite the clear playing and fine 
recorded sound. Also on Westminster is a 


Mozart quartet series. The Barylli Quartet 
has just been released in No. 20 in D minor 
and the Quintet in C minor (K.406), and 
also in four early quartets (K.80, 136, 137 
and 138). All of these are played with a 
thin, somewhat wiry tone and considerable 
spirit. M.G.M.’s_ contribution to the 
Mozartfest is two discs containing all the 
seventeen Organ Sonatas, with Richard 
Elsasser and the Hamburg Chamber 
Orchestra conducted by Arthur Winograd. 
These are tiny works, most of them in one 
movement. Elsasser’s playing is subdued— 
so subdued that often it is hard to hear. 
Otherwise the recorded sound is exception- 
ally faithful. 

Columbia’s summer release is dominated 
by the four discs in its Modern American 
Music Series: (1) Copland’s Twelve Poems 
of Emily Dickinson and Hugo Weisgall’s The 
Stronger; (2) Roy Harris’s Seventh Sym- 
phony and Symphony 1933; (3) Roger 
Sessions’s Quartet No. 2 and Colin McPhee’s 
Concerto for Piano and Wind Octet ; and 
(4) Elliott Carter’s String Quartet. Space 
prevents me from listing all the participants. 
Not much of this music is interesting. 
Copland’s songs try hard for lyricism but 
emerge with a mannered angularity, while 
the Weisgall chamber opera wrings the 
voice through quasi-twelve-tone techniques. 
Harris’s new symphony is all rhetoric and 
the 1933 sounds very dated. The Sessions 
quartet is typical of his earnest dissonance ; 
the man has virtually no melodic gift. 
Carter’s long, complicated quartet is hard 
to grasp, though it obviously is a well- 
constructed, thoroughly professional piece 
of writing. The McPhee work is skilful and 
sterile neo-classicism. 

Other modern music figures in Columbia’s 
recent lists. One disc is devoted to some 
perfumed chips by Stravinsky—Jn Memoriam 
Dylan Thomas ; Three Shakespeare Songs ; the 
Septet ; Four Russian Songs ; Two Balmont 
Songs; Three Japanese Songs, and other 
works, all conducted by the composer. 
Robert Craft is the conductor in a disc of 
Schoenberg music—the Suite (Op. 29), 
Herzgewaesche, Cantata (Op. 28, No. 3), 


piano pieces, canons and songs. Rather a 


grab-bag, this. Eugene Ormandy and the 
Philadelphia Symphony play, on. still 
another Columbia disc, Vincent Persichetti’s 
lively, well-written Symphony No. 4 and 
Louis Gesensway’s trite Four Squares of 
Philadelphia. 

Decca’s current list offers much modern 
music, some of it very interesting. We have 
been hearing here about Egk’s Magic Violin, 
and a disc of excerpts conducted by the 
composer, with soloists and chorus, gives us 
in this country the first opportunity to take 
its measure. It is a surprisingly light piece, 
Egk-cum- Richard Strauss -cum - Viennese 
operetta, and rather pleasant in_ its 


derivative way. A much more.controversial 
composer is Orff, and Decca gives us two 
discs—Caiulli Carmina and Trionfo di Afrodite, 
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both conducted by Eugen Jochum. Both of 
these are set to Latin texts and are much ofa 
muchness with their rhythmic devices and 
percussion orchestra. At first it’s exciting ; 
then boredom sets in. Nevertheless this js 
the music of a provocative voice. An 
important release from Decca is four discs of 
Bartok piano music played by Andor Foldes, 
containing selections from Mikrokosmos and 
For Children, the Sonata, Sonatina, Suite and 
many other pieces. Foldes is a terrific Bartok 
pianist, with all kinds of technique, a touch 
that avoids percussiveness, and a keen 
stylistic insight. I can’t think of anybody 
who could do this kind of music better. Still 
continuing with the Decca releases, there are 
Shostakovich’s Tenth Symphony, a puerile 
work, well played by the Czech Philhar- 
monic under Karel Ancerl ; a coupling of 
Ginastera’s Quarter No. 1 and the Hun- 
garian Laszlo Lajhta’s Quartet No. 7, the 
latter a very conservative work, the former 
composed in a sort of academic modernism, 
both played by the Paganini Quartet ; and 
Castelnuovo-Tedesco’s Guitar Quintet, in 
which Andrés Segovia is joined by members 
of the Quintetto Chigiano. The Quintet is 
a harmless, melodic work. Segovia also 
plays some solos on this disc. 

Two discs of modern music have been 
released by M.G.M. One offers a coupling 
of Poulenc’s Organ Concerto and Hanson’s 
Organ Concerto, with Elsasser and the 
Hamburg Philharmonia Orchestra under 
Arthur Winograd. The Poulenc is a superb 
work, while Hanson’s equivalent effort is 
well written but lacks character. Good 
performances and recording. The other disc 
has as its major offering Karl Birger- 
Blomdahl’s violent, explosive and exciting 
Chamber Concerto, with Carlos Surinach 
conducting the M.G.M. Chamber 
Orchestra. Routine pieces by Richard 
Donovan and John Verrall fill out the disc. 
London has a Stravinsky disc, with Nikita 
Magaloff and the Orchestre de la Suisse 
Romande playing the Capriccio and the 
Concerto for Piano and Winds. Two 
wonderful scores here, and both receive 
admirable interpretations. Westminster has 
a contemporary opera—Anush by Armen 
Tigranian, an Armenian composer. Mikhail 
Tavrizian leads the forces of the Armenian 
State Opera. Anush is no great discovery. It 
is intensely nationalistic and sung in a florid 


_cantorial style. After a while the sound is 


monotonous and depressing ; and it goes 
on for three discs. More successful is the 
Westminster two-disc set of Prokofiev’s Romeo 
and Juliet, taken from the sound track of the 
Russian-made film. The sound has much 
better quality and definition than generally 
found in Russian recordings, and the per- 
formance by the Bolshoi Orchestra under 


_Gennadi Rozhdestvensky is a superior piece 


of work. 

Can Sibélius be included among the 
moderns ? If so several of his symphonies 
should be mentioned in this round-up— 
Nos. 6 and 7, in efficient performances by 
the Philharmonia under von Karajan 
(Angel), and two excellent versions of the 
Second Symphony, one by Kletzki and the 
Philharmonia (Angel), the other by Schmidt- 
Isserstedt and the N.W.D.R. Orchestra 
(Capitol). And while the Richard Strauss 
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Herr Leitgeb was an 18th century Austrian musician ; 

an uneducated, rather simple fellow, but no mean player 

of ite Waldhorn. At one time in the Archbishop's 

orchestra at Salzburg, he later settled in a suburb of 
Vienna, quaintly to combine horn-playing and cheese-selling. 
Mozart knew Leitgeb well, and liked him, and although 
making him the butt of many a jibe and practical joke, was 
nevertheless inspired by his proficiency to write 


four concertos for Horn and Orchestra. 


ASS, OX and FOOL 





“ 7 can never resist making a fool of Leitgeb,’’ Mozart once 
confessed. He inscribed the manuscript of K.417, 

“W. A. Mozart took pity on Leitgeb, ass, ox and fool, 

in Vienna on March 27th, 1783°’. And he peppered the pages of 
the Rondo of K.412 with such playful comments as: 

“ With spirit — fast !...Come on, take courage !... Alas, 

how it makes me laugh ! ... Help ! Stop and 

take a breath !...Ha ha ha... Finishing? Thank Heaven!” 


We have now almost forgotten poor Leitgeb, and the 
Waldhorn — the ‘ natural’ horn without valves —is a museum 
piece, superseded by the French Horn. Mozart’s four Horn 
Concertos the world will never forget; they are 

among the most wonderful things the composer left us. 

And fortunate indeed we are to have such a virtuoso 

as DENNIS BRAIN to reveal them to us in their full lyrical 
beauty; not only in the concert hall, but in our homes, 

for he has recorded these four Horn Concertos with the 
Philharmonia Orchestra on a Columbia Long Playing 


Record. Inimitable performances, they are an 





indispensable part of the Mozart-lover’s record library. 


COLUMBIA RECORDS 





Mozart Horn Concertos: 


No. 1 in D, K.412 ; No. 2 in E flat, K.417 ; No. 3 in E flat, K.447 ; No. 4 in E flat, K.495 
DENNIS BRAIN 





with the PHILHARMONIA ORCHESTRA conducted by HERBERT VON KARAJAN 33CX1140 


12” 33} r.p.m.iong playing record 


COLUMBIA GRAPHOPHONE COMPANY LIMITED, RECORD DIVISION, 8-11 GREAT CASTLE STREET, LONDON, W.I. 
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of the Violin Sonata is not modern, let’s 
inciude him here. Joseph Fuchs and Artur 
Balsam have presented the work with its 
best modern interpretation on discs and 
have also thrown in the Debussy Sonata 
(Decca). And, speaking of Debussy, a fine 
disc of his piano music, containing the 
Images, Estampes and Children’s Corner, has 
been recorded by Hans Henkemans (Epic). 
There may be many who will quarrel with 
his lack of “* impressionistic ”’ effects, but I 
admire this kind of classic, clear and strong 
playing he brings to Debussy. Gulda’s per- 
formance of both books of Debussy Préludes 
(London) is also worth mentioning for its 
clarity and thoughtfulness. Gulda, in- 
cidentally, has been playing jazz here, in 
New York and at the Newport Jazz Festival 
this summer. He takes it very seriously, and 
some jazz critics have taken his jazz with 
equal seriousness. 

Let’s now briefly mention some earlier 
music. On a well-played Epic disc are five 
Torelli Concerti Grossi, delivered by I 
Musici with a singing line and good rhythm. 
Unicorn has a disc of Italian baroque 
music—Vivaldi, Veracini, Torelli, Dall’ 
Abaco and Albinoni—in which the prin- 
cipals are Ruth Posselt and Richard 
Burgin (violins) and Erwin Bodky (harpsi- 
chord). ‘The music receives thorough, 
conscientious performances, perhaps a little 
tov faithful to the printed note. Bodky 
twangs away, giving only the bare bones of 


the harpsichord continuo. Some effort at 


ornamentation would have been welcome. 
Of orchestral works there are a fine, sturdy 
Brahms First, with Steinberg and the 
Pittsburgh Orchestra (Capitol) ; a capable 
version of ‘Tchaikovsky’s Fourth, with 
Autolfo Argenta and the Orchestre de la 
Suisse Romande (London) ; a really first- 
class Tchaikovsky Sixth, with Markevitch 
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and the Berlin Philharmonic (Decca) ; and 
a performance of Rachmaninov’s Piano 
Concerto No. 2, with Curzon and the 
L.P.O. under Boult (London), notable for 
its unostentatious musicianship and sen- 
sitivity. 

Among keyboard works one_ should 
mention Vols. II and III of the complete 
organ music of Bach played by Carl 
Weinrich (Westminster) ; a two-disc set of 
the Bach Partitas played on the piano by 
Agi Jambor (Capitol) in a clear but brittle 
way (and with occasional romanticisings, 
such as the little giggling holdbacks in the 
first sixteen or so measures of the E minor 
Partita’s fugue) ; a fine disc of two-piano 
music (and four-hand music) played by 
Vronsky and Babin (Decca) headed by 
Schubert’s F minor Fantasy and also con- 
taining the Chopin Rondo, Liszt’s Concerto 
Pathétique and Milhaud’s Scaramouche ; and 
an affected, mannered Chopin disc played 
by Malcuzynski (Angel). 


I heard with much interest the Angel disc 
of Brahms’s first and second Violin Sonatas, 
played by Leonid Kogan and Andrei 
Mitnik. Kogan on this record sounds 
nothing like the Kogan I heard recently 
in the concert hall. His tone is fuller, he 
seems to have more assurance, and altogether 
this is the work of a first-class violinist— 
which he wasn’t, the night I heard him. 
Angel Records, incidentally, was sorrowed 
by my note in the August issue of THE 
GRAMOPHONE to the effect that in America 
I hear only domestically-pressed discs. ‘They 
point out that all Angel classical LPs are 
pressed at Hayes. I knew that, too, but it 
had slipped my mind. My apologies to 
Angel and of course also to London, the 
majority of whose records are pressed in 
England. 





LETTER FROM FRANCE 


By IGOR B. 


EVERAL records of modern music have 

been released by Véga, from an almost 
‘ classical ” violin recital by Jean Fournier 
(Stravinsky’s Suite Italienne; Suk’s Four 
Pieces, Op. 17 ; Jean Martinon’s Sonatina 
for Violin solo; Bloch’s Nigun) and a 
hardly less classical wind concert by the 
Ensemble Instrumental 4 Vent de Paris 
(Milhaud’s Cheminée du Roi René, Auric’s 
Trio for Oboe, Clarinet and Bassoon, and 
Ibert’s Cing Piéces en Trio and Trois Piéces 
Bréves)- to Pierre Boulez’s extreme yet 
singularly haunting Le marteau sans maitre 
under the composer. ‘The latter disc is 
part of a series recorded last season at the 
Petit Marigny Théatre, where concerts of 
contemporary music are given each winter, 
Hermann Scherchen being one of their 
main organisers. Three complete concerts 
were thus recorded and the rest is to be 
released in October. No doubt this will be 
good news to all those who deplore the way 
cise companies neglect the ‘‘ avant-garde ”’ 
catalogue. Véga have also made a meritory 
effort in releasing Sir Adrian Boult’s Nixa 


MASLOWSKI 


splendid recording of Holst’s The Planets, a 
work unknown here and which may 
acquaint French discophiles with a major 
British composition. 

Pathé’s event of the month was the 
release of a live recording of Le Nozze di 
Figaro, produced at this year’s Aix Festival 
(other Aix recordings, including, I believe, 
Sauguet’s Les Caprices de Marianne, are to 
follow). Conducted by Rosbaud, it com- 
bines a _ superlative international cast: 
Rehfuss, Stich-Randall, Panerai, Streich, 
Ignal, Lorengar, Cortis, Gayraud, Cuénod, 
Vessiéres, Friedmann. The applause and 
background noises have been left and this 
confers an extraordinary “ presence” to 
this artistic and technical success. Pathé 
have also issued well played versions of 
Schubert’s Wanderer Fantasie and Moments 
Musicaux by the Hungarian pianist Gabor 
while Pathé-Vox have released 
Monique de la _ Bruchollerie and _ the 
Colonne S.O. under Perlea in an excellent 
version of Rachmaninov’s Rhapsody on a 
Theme of Paganini, coupled with a somewhat 
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less convincing performance of Franck’s 
Variations Symphoniques. On the M.G.M. 
label, Pathé-Marconi issued Rachmaninov’s 
two Piano Sonatas, No. 1 (by Warren 
Perrey Thew) and No. 2 (by Bernhard 
Weiser, coupled with the 8 Etudes-Tableaux) 
—good performances of works for the 
connoisseur. 


Columbia’s first autumn release con- 
sisted mainly of British recordings, but there 
was also an interesting item from the 
domestic catalogue: a transfer from 78s of 
Sauguet’s Piano Concerto by Arnaud de 
Gontaut-Biron and the Conservatoire S.O. 
under Désormiére. 


Philips’ first release of the new season 
was headed by a gripping Savannah Mass for 
choirs, African drums and tam-tam, a work 
by the Rev. R. Wedraogho, recorded on 
the spot at the Pabre Seminary, French 
West Africa. This is really a novelty in the 
field of religious music and a _ possible 
winner of a Grand Prix. Other Philips 
records were a Roussel concert: Petite 
Suite, Sinfonietta, Concert for small orch- 
estra and the Piano Concerto (a first LP 
recording) by the Lamoureux S.O. under 
Paul Sacher with Lélia Gousseau, piano ; 
an excellent abridged version in French 
of The Merry Widow ; and, in the “Favourite 
Series”’, a superb though unorthodox 
performance by George Szell and _ the 
Cleveland S.O. of Beethoven’s Fifth. 


Kabalevsky’s ‘Third Piano Concerto, 
brilliantly performed by Gilels and the 
composer, coupled with Kabalevsky’s Sym- 
phony No. 2 under Anossov, was part of a 
Chant du Monde release which included 
also a sensitive performance by Milos Sadlo 
and Héléne Boschi of Martinu’s Sonata No. 
2 for Cello and Piano, and a lovely disc of 
** Chansons de France ”’ by Iréne Joachim 
and Xavier Depraz. 


Deutsche Grammophon’s release _in- 
cluded, besides the admirable interpretation 
by Markevitch of Haydn’s Creation, already 
known in Britain, a clever digest of Tristan 
und Isolde with Varnay, Windgassen and 
Borg (one 12-inch LP) and Spohr’s Eighth 
Violin Concerto by Rudolf Kéckert and 
the Bamberg S.O. under the late Fritz 
Lehmann, a work so attractive that one 
wonders why this composer is to-day an 
almost forgotten quantity. 


> 66 


Discophiles Frangais’ “ piéce de résist- 
ance’? was Chabrier’s Piano Music, com- 
plete on two records, by Marcelle Meyer 
(and Francis Poulenc in the Waltzes for 
two pianos). This is a welcome addition to 
the LP catalogue as hitherto most of these 
pieces had been released piece-meal through 
various companies by various artists. Among 
other D.F. records, one notes a disc of 
Haydn’s Symphonies Nos. 7, 21 and 48 in 
distinguished, baroque-like performances by 
the Saar Chamber Orchestra under Risten- 
part, and a third record of Scarlatti’s 
Sonatas (sixteen on this one) by Marcelle 
Meyer who, it seems, has undertaken a 
complete recording of the series. Yves Nat’s 
death, early in September, was deeply felt 
by the French musical world and the whole 
of the French press paid a tribute to ‘‘ one 
of the greatest pianists of our time ”’. 
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BEETHOVEN. Symphony Ne. 7 in 
A major, Op. 92. Philharmonia 
Orchestra conducted by Otto 
Klemperer. Columbia 33CX1379 
(12 in., 39s. 74d.). 
Concertgebouw, Kleiber 
Philharmonia, Karajan 
Vienna Op. Orch., Scherchen 
N.Y. S.O., Walter 
Belgian Rad. S.O., Andre 
N.B.C. S.O., Toscanini 
Detroit S.O., Paray 
Berlin P.O., Kempen 
Berlin P.O., Jochum 
Vienna Pro Musica, Perlea (12/55) PL9120 


A magnificent record, on several counts. 
Sometimes one has the feeling, from the 
first note of a performance, that all is going 
to be well; and one has it here. Where 
shall we start—with the sound ? 

Klemperer, the Philharmonia players 
and the Columbia engineers have between 
them worked a miracle of clarity. Ah, wood- 
wind well forward, one notes with pleasure 
at the start of the Vivace ; flute not swamped 
by the clarinets. But a few bars later it is 
evident that the strings are well forward too. 
Toscanini, one reads, always aimed at a 
performance in which every note should be 
audible. Klemperer achieves such a per- 
formance here—and beautiful orchestral 
tone in the bargain! I thought I knew the 
Seventh Symphony all too well, but I know 
it much better now, for Klemperer has 
revealed all sorts of subtleties in the 
orchestral lay-out and in the counterpoint 
which are not to be found in any of the other 
versions on the market. When listening to 
this record, one feels as if one’s ears had 


(4/51) LXT2547 
(3/53) 383CX1035 
(1/564) WLP5089 
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TREVOR HARVEY 
LIONEL SALTER 


suddenly become much more sensitive 
instruments, for they are able to hear so 
many things at once. But that is part of the 
miracle referred to. 

The introductory poco sostenuto is handled 
deliberately, imposingly, but without heavi- 
ness. The staccato scales for the strings fly 
upward in appointed fashion. The only 
questionable point in the reading (not 
questioned by this reviewer, for it seems 
perfectly legitimate) is a fraction of a comma 
made before the chord which launches the 
first subject, across the fourth bar line in the 
vivace. The vivace is slower than usual, but 
has plenty of drive to it, and its steadiness 
of basic pulse can be demonstrated (as in the 
other movements) by jumping from one 
passage to another. The downward scales 
in bars 131 et seg. are more exciting than 
ever before. Again and again one notices 
new contrapuntal effects. 

I should add that these effects are not 
that pointed-up kind of detail which some 
conductors indulge in, to the detriment of 
the whole. One doesn’t feel for a moment 
that Klemperer has gone poking about for 
unexpected counter-melodies to bring to the 
surface. All that he does is there in the 
score, and becomes apparent because all 
that is in the score is so marvellously well 
realised in the performance. Likewise, the 
truly virtuoso orchestral playing of the 
Philharmonia is never paraded for its own 
sake ; the bewitching sounds produced. are 
entirely at the service of the music. 

Karajan, too (who gives a splendid 
performance), takes a deliberate view of 
this movement. In an attempt to define the 
difference between the two approaches, one 
might say that Klemperer’s was less self- 
conscious. 

He handles the music over a very wide 
dynamic range. In the Allegretto it is 
possible to feel that he is a shade too 
emphatic ; but it is part of the saneness of 
his reading that opening should not be 
exaggeratedly soft. The Scherzo is some- 
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The interest and enthusiasm aroused 


by our corner reflector speakers has 
made it clear that the time has come 
to increase our range of cabinets to 
meet the needs of practically every 
type of single, double or triple loud- 
speakers in use today. In this we 
have now succeeded by adding three 


new carefully thought out and 


adaptable designs to the three already 


current. We have also given the 
whole series new type numbers 
which indicate their functions at a 
glance. The most important and 
largest of the new designs is the 
DCR 15.8.T for the largest and best 
3-speaker systems, using any kind 
of tweeter, including the horn loaded 
Kelly Ribbon with which we will 
shortly be demonstrating it. The 
upper compartment will also take 
the well-known Goodmans Axiom 80 
9-in. speaker, which needs no 
separate tweeter, and makes an 
attractive combination with their 


special 15-in. unit. 





their 


ED 
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The second addition is the DCR 12.8. 
to house the many popular combina- 
tions of 12-in. and 8-in. speaker in 
crossover. This too will take the 
Axiom 80 or anything smaller. 


The third new one is the DCR 12.T. 
for 12-in. main speaker with any 
kind of tweeter. This was recently 
demonstrated at the London Audio 
Fair by Thermionic Products Ltd. 
using their Kelly Ribbon tweeter. 


The well-known advantages of 
diffusion of high-note beam and 
of point source, the remarkable 
pure deep and _ well-defined 
bass response and _ unobtrusive 
appearance, are common to all 
these models. We are glad to have 
made this civilised, attractive and 
above all realistic way of listening 
available to a much wider circle of 
listeners. 


D.C.R. 15.8.T. Dimensions. Height 
45”. Width 19”. Depth 33” at base 
tapering to 19” at top. This, the most 
notable addition to our range is 
designed to be the ideal housing for all 
first-class 3-speaker systems with 15” 
bass speaker, 8” middle speaker, and 
any type of tweeter. 


6 NEWMAN STREET, OXFORD STREET, LONDON, W.1 Museum 997! 
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D.C.R. 15.D. Dimensions. Height 
42”. Width 18”. Depth 30” at base, 
tapering to 18” at top. This is the 
new label for the famous D.C.R. 60, 
probably the best beloved by its owners 
of any speaker made. Primarily 
designed for the Tannoy 15” dual con- 
centric unit, suitable also for the 
Plessey 15” dual. 


D.C.R. 12.8. Dimensions. Height 
40”. Width 17”. Depth 27” at base 
tapering to 16” at top. A newcomer 
designed to provide the best housing 
for the popular combination of 12’ 
and 8” speakers. Smaller treble 
units can of course be accommodated 
in the upper compartment. 


‘D.C.R. 12.T. Dimensions. Height 


40”. Width 163”. Depth 24’ at base, 
tapering to 15” at top. This is a new 
model to accommodate any first- 
class combination of a 12” speaker in 
crossover with a tweeter. Primarily 
designed for the Kelly ribbon tweeter 
with 12” bass unit, this cabinet can be 
used with any type of tweeter. 


D.C.R. 12.D. Dimensions. Height 
40”. Width 16”. Depth 24’ at base, 
tapering to 16” at top. This is the new 
label for the D.C.R. 61 cabinet, 
originally designed for the Tannoy 12’ 
dual, it is recommended also for the 
Plessey, Whiteley and Lorenz 12” dual 
speakers, also for first-class single 12’ 
units, such as the Wharfedale Super 
12C.S. AL, Goodmans Axiom models 
and many others. 


D.C.R. 12 Minor. Dimensions. 
Height 36”. Width 16’. Depth 18” 
at base, tapering to 13” at top. 
Formerly known as D.C.R. 62, this 
cabinet is recommended for use with 
12” speakers where considerations of 
space or cost prevent the use of a 
larger cabinet. It offers the best 
possible housing for smaller speakers, 
10’ or 8”. 
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times made a display ground for virtuoso 
playing and sudden dynamic contrasts— 
not so here! The tempo is an unusually 
easy-going presto, yet not at all lacking in 
verve. The super-smooth handling of the 
Trio is pleasing ; the climax when it comes 
is big, and the trumpets make their entry 
excitingly. In the Finale one can hear the 
syncopated contributions of the double-bass 
and the flute with a clarity achieved by no 
other recording, yet they never come into 
undue prominence against the string melody. 

This would now be my first choice for a 
recording of Seventh Symphony—with this 
proviso, that there might be days on which 

I should find the slow tempos just a little too 
ictiborate to be convincing. But most days, 
I think, I would be bowled over by it. A.P. 


BERLIOZ. Symphonie Fantastique, 
Op. 14. Boston Symphony 


Orchestra conducted by Charles 
Munch. H.M.V. ALP1384 (12 in., 
39s. 74d.). 

Concertgebouw, Beinum — LXT2642 
L.S.O., Scherchen (8/54) NLP908 
San Francisco S.O. , Monteux (10/54) Steno fned 
Berlin P.O., Otterloo (1/55) ABL3019 


Berlin P.O., Markevitch (4/55) DGM18167 
Philbarmonia, Karajan (4/55) 33CX 1206 


This latest record of the Fantastique has so 
many good qualities that I feel rather bad 
about not liking it more than I do. It is 
played with impeccable precision and 
orchestral skill, as one would expect from 
the Boston, there are admirable touches in 
its interpretation, the recording is quite the 
finest for clarity of detail. 

Yet so much of the romantic mood seems 
to me to be missing. Put on the Markevitch 
performance and you are in a different 
world, a world, I am quite sure, that is 
more like the sort of place Berlioz liked to 
think about and imagine. (A dip into the 
composer’s memoirs will soon convince 
you.) If you think that Markevitch is a 
little over-imaginative here and there— 
well, so was Berlioz! Karajan’s perform- 
ance is also in this class, if rather less subtle. 

To return to the Boston playing, I was 
worried by a good many places where the 
strings are neither really soft nor imagin- 
ative. This, 1 am convinced, is in the 
playing and is not due to the recording. By 
putting on the disc at a low level I tried 
to fake soft playing (though it is something 
that cannot truly be faked), but then other 
parts of the work were ineffective: the 
muted horn at the start of the last move- 
ment was inaudible and a great deal of real 
excitement had gone out of the March to 
the Gallows and the Witches’ Sabbath. 
Played with more normal volume these last 
movements were terrific. © 

The serious rivals in this work are the 
Markevitch/D.G.G. and the Karajan/ 
Columbia. Both unfortunately split the 
middle movement over the _ turn-over, 
which this latest H.M.V. does not. The 
Boston orchestra also has the best bells in 
the last movement. (Need the Berlin 
Philharmonic’s sound so horrid, even if it 
is a Witches’ Sabbath ?) The combination 
of Dies Irae and the Witches’ Dance is not 
very successful, for you can scarcely hear the 
latter: but this is also true of the D.G.G. 
a rsion, with the Columbia only slightly 

etter. 
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One could go on enumerating good 
points about Munch’s interpreation, the 
Boston orchestra’s playing, and H.M.V.’s 
recording. But all that wouldn’t make up 
for a lack of imagination on the part of the 
conductor, of response to Berlioz’s character- 
istic mood, that limits the poetry of two 
whole movements of this symphony and of 
a good deal else here and there.  T.H. 


BRUCH. Concerto No. 1 in G minor 
for Violin and Orchestra, Op. 26. 

WIENIAWSKI. Concerto No. 2 in 
D minor for Violin and Orchestra, 
Op. 22. Mischa Elman (violin), 
London Philharmonic Orchestra 
conducted by Sir Adrian Boult. 
Decca LXT5222 (12 in., 39s. 74d.). 


Concerto No. 1: 
Campoli, N.S. O., 
(8 /51) TXT2506 ~ y Caaee LXT2904 
Varga, Philharmonia, Susski 
* 13 /54) 383SX1017 


Heifetz, L.S.O., Sargent (4/54) (H)ALP1124 
Milstein, Pittsburgh S.O., Steinberg 

(12/54) CTL7059 
Francescatti, N.Y. S.O., Mitropoulos 

(12, 54) ABR4011 
D. Oistrakh, L.S.O., Matacic - (9/55) sr 
Gitlis, Pro Musica, Vienna, Horenstein PL9660 

Concerto No. 2: 

Stern, N.Y. S.O., Kurt (4/53) 38C1013 
Heifetz, R.C.A., Ts swell (6/56) (H)ALP1362 


Both the concertos have their share of 
romantic moments, and the full flavour of 
these is conveyed by Elman. But both, too, 
have their moments of display, and against 
these Elman fights a delaying action ; the 
marvel of the performance is the uncanny 
skill with which Boult ensures that the 
orchestra retreat in step with the soloist. 
Another virtue is the very good recording. 

Fortunately, equally well-recorded and 
altogether less hesitant performances are 
available of both concertos. For the Bruch I 
would choose Ojistrakh’s Columbia, which 
is not only extremely good but also has the 
advantage of Prokofiev’s D major Concerto 
for backing. If this, however, should 
happen not to seem an advantage good 
runners-up are Milstein’s Capitol, with the 
Mendelssohn Concerto, and Francescatti’s 
ten-inch Philips, splitting the Bruch and 
including Wieniawski’s Souvenir de Moscou 
by way of encore. For the Wieniawski 
concerto choice should for once be un- 
hesitating: Heifetz’s H.M.V., with one 
misfortune only—the Bruch Second 
Concerto for backing. M.M. 


BRAHMS. Symphony No. 4 in E minor, 
° - Vienna Philharmonic 
Orchestra conducted by Rafael 
Kubelik. Decca LXT5214 (12 in., 
39s. 74d.). 
(11/50) LXT2517 


i (6/53) ar oeee 
New York P.O., Walter (10/54) A 


BL3008 

New York Stadium S.O., Bernstein 
(12/54) AXTL1066 
Berlin P.O., Jochum 10/55) DGM18183 


( 
Philharmonic Prom. Orch., Boult (7/56) NCL16003 
Philharmonia, Karajan (9/56) 383CX1362 


Kubelik gives a smooth and _ loving 
reading of the work, reserving excitement, 
as such, for the finale. ‘The excitement, in 
fact, is doubly effective when held in 
reserve, for the first two movements respond 
well indeed to their treatment, and only the 
third might perhaps usefully have been 
allowed more attack—in this symphony it 
is no relaxed movement relieving the 
tension of the others, as in so many sym- 
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phonies, but is instead Brahms’s closest 
approach to forcefulness up to that moment 
in the work. 

In spite of the conductor’s smooth 
approach the Vienna Philharmonic seems 
sometimes a little less smooth than it 
customarily is when at its best. The solo 
oboe-playing is less winning than can be, 
and the strings are not really quite on their 
top form. 

They are, however, not far from it, and 
this version is helped by a rich and very 
well-balanced recording into being an 
extremely competitive one. It comes into 
close competition, in fact, with Karajan’s 
Columbia, and indeed surpasses if in an 
occasional detail ; but on general grounds 
the exceptional quality of the Philhar- 
monia’s playing does make that Columbia 
version the safest recommendation. That 
disc is, too, extremely clearly recorded, 
though with not quite the richness of the 
new Decca. 

Marginally less well played or recorded 
than either of these is Sir Adrian Boult’s 
Nixa; this, however, has an economic 
advantage in that the disc includes also the 
St. Anthony Variations. M.M. 


CARTER. The Minotaur—Ballet Suite. 

McPHEE. Tabuh-Tabuhan—Toccata 
for Orchestra. Eastman-Rochester 
Symphony Orchestra conducted by 
Howard Hanson. Mercury MRL2515 
(12 in., 39s. 74d.). 

To judge from other records that have 
come my way, American composers are not 
always very impressive in the two kinds of 
work represented here, ballet scores and 
music inspired by primitive rhythms. Their 
ballet music, effective as it may be in the 
theatre, is often too eclectic to stay the 
course as a concert suite: and when they 
get interested in primitive rhythm and sit 


_down to write a symphonic something-or- 


other based on it, one wonders where the 
music has got to. (Let me tactfully repeat 
that I am thinking only of one or two 
recent records !) 

All the more pleasant, therefore, to 
discover that the music from Elliott Carter’s 
ballet, The Minotaur, is most impressive in 
its own right. Carter was born in 1908 and 
includes Walter Piston, Holst and Nadia 
Boulanger among his teachers, excellent 
influences from three different countries. 


Much of his music has been for various 


choral combinations (with our choirs, we 
should know more of it here) and there is a 
good list of orchestral and chamber music 
too. I have seen several scores of his and 
have been consistently impressed by them. 

The Minotaur adds to that impression. It 
has originality without being “ difficult” : 
its vigour is real musical energy and not just 
slick note-spinning: and there are move- 
ments of great beauty—the pas de deux of 
Ariadne and Theseus, for instance—which 
are the more impressive for their apparent 
simplicity. A rewarding side, this. 

Colin McPhee went to Bali. He liked it so 
much that he settled there for some years— 
and one cannot blame him for that! But 
his fascination for the rhythms and sounds 
of Balinese music is such that when he comes 
to orchestral music derived from it, he 
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forgets to put it far enough into the back- 
ground. 

Now that is a mistake that Milhaud did 
not make in his ballet La Création du Monde 
when he was attracted by jazz rhythms. (I 
mention this because a new record of it is 
reviewed elsewhere in this issue.) The jazz 
influence is there, but it is overlaid with his 
own music so strongly that Milhaud’s 
ballet is strong enough to survive. 

In an excellent sleeve-note from Mercury, 
to which I am greatly indebted, the com- 
poser tells us that Tabuh-Tabuhan is a 
Balinese word meaning different rhythms, 
metric forms, gong punctuations, gamelans 
(a type of local orchestra) and music 
essentially percussive. To achieve the sort 
of sound he wants he uses two pianos, 
celesta, xylophone, marimba, glockenspiel, 
Balinese gongs and cymbals, and employs 
other instruments of the orchestra to get the 
effect of gong-tones and drums. 

But what does it all amount to? Very 
little, as far as I can see, for the Balinese 
sounds, attractive as they are, are not 
enough to sustain him through a three- 
movement work. The opening is delightful, 
for instance, but it is soon evident that it can 
only be used as accompaniment to some- 
thing else, and when that something else 
comes it proves to be of scant musical 
interest. 

I was unable to get hold of a score of 
either of these works, so I cannot say with 
certainty how exactly the performances 
carry out the composers’ intentions: but 
the playing is so evidently good and the 
performances so convincing that I feel sure 
both must be excellent. And so is the 
recording. 

I hope readers will adventure on this disc, 
for we ought to know more of American 
music and here is one work that is without 
doubt worth knowing: and the other is at 
least something new to try. T.H. 


CASELLA. Preludio and Danza Sici- 
liana from “ La Giara ’—Symphonic 
Suite. 

MARINUZZI. Rito nuziale. Valzer 
campestre—3rd movement of “ Sici- 
lian Suite”. Hamburg Philhar- 
monic Orchestra conducted by Gio- 
vanni di Bella. Telefunken TM68053 
(10 in., 19s. 6d.). 

Orchestral Music of Sicily is Telefunken’s 
selling title for this disc, so I suppose it is 
meant to have a mainly popular appeal 
and we must not judge its musical content 
too severely. Casella (who was a North 
Italian, by the way) wrote incidental music 
for a Pirandello play called La Giara (The 
Jug), from which these two pieces come. 
They are attractive, and the Danza Siciliana, 
a tarantella, would finish any concert 
programme with a bang. Just the thing for 
the Proms on a Saturday night. 

But the Marinuzzi pieces are sadly empty 
and even vulgar. Marinuzzi (1882-1945) 
was a born Sicilian and was mainly known 
to the world as an opera conductor. His 
Rito Nuziale (Marriage Rite) is all dressed 
up in full orchestral colour, 4 la Respighi, 
but lacks even Respighi’s musical interest— 
and that wasn’t much. The recording is 
full and has a liberal amount of resonance, 
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perhaps intended to suggest the open air 
but which more often made me think of 
Mantovani. 

The Waltz which follows is plain vulgar. 
As this adjective leapt to my mind, I 
wondered if I wasn’t being a snob, for the 
tune itself is quite attractive, and if I had 
heard it on holiday in Italy I should doubt- 
less have enjoyed it. Yes: but then it 
would have been played on a guitar, 
perhaps, and what is perfectly appropriate 
and even in its way artistic in its proper 
setting becomes vulgar when placed in 
quite the wrong setting. Here it starts off 
with a fearful trumpet solo and later on 
(what is not revealed on the title above) in 
comes a chorus of opera-house peasants 
tra-la-ing away at it. 

Oh, dear! I said that one must judge 
this for what it is evidently intended to be, 
and not be too severe. But I really do 
not think this is good, even of its kind. 
What a pity they couldn’t have found 
something else like the Casella, which any- 
one can enjoy and which yet remains in 


good taste. T.H. 


DUTILLEUX. Le Loup—Ballet Music 


(a). 

INGHELBRECHT. The Nursery (b). 
Orchestre du Théatre des Champs- 
Elysées conducted by (a) Paul 
Bonneau, (b) D. E. Inghelbrecht. 
London Ducretet-Thomson DTL93086 
(12 in., 39s. 74d.). 

I have to confess that when this record 
came my way the names of both Dutileux 
and his ballet meant nothing to me. About 
the composer Grove tells us that he was 
born in 1916, studied in Paris and gained 
the Premier Grand Prix de Rome in 1938. 
He has worked with the French Radio and 
has also been very active in the cause of 
contemporary music. Grove adds that as a 
composer Dutilleux shows both the qualities 
and limitations of “‘ intelligent and some- 
times picturesque eclecticism ’’—and that 
just about describes this ballet score. 

As to the ballet, it has recently been 
performed in London by Roland Petit’s 
Ballets de Paris. The scenario is by Anouilh 
and deals with the love of a girl for a wolf. 
(I see that one of our dailies headed its 
notice ** Wolf-Whistle Ballet a Hit ’’). No 
doubt the music adds a very great deal to 
the ballet’s effect in the theatre but as a 
concert score it scarcely holds the attention. 
It is lively enough and often moving in a 
background music sort of way, but most of 
the rhythms and sounds are the sort that we 
have heard pretty often by now. It seems 
to me to be what in my young days we used 
to dub “ pseudo ”’. 

The more’s the pity that one has to buy 
all this to get some of those enchanting little 
pieces by Inghelbrecht collected under the 
title of La Nursery. These were originally 
written for piano duet (parents who like to 
encourage their children in duet-playing, 
please note) and there are many more than 
are here recorded. In their orchestral dress, 
so fastidiously scored, often so witty, there 
are about thirty of them, of which eight are 
recorded here. They are traditional nursery 
tunes and range from the delightful sim- 
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plicity of Petit Papa, the wit of Une poule sur 
un mur, to the remarkable drama of 
Marlbrough (complete with funeral’ march). 
They are extremely well played under the 
composer and the recording is excellent (as 
it is throughout this record). 

But I can’t imagine an odder fill-up. 
These Inghelbrecht pieces are just the thing 
for a Christmas present for the children (of 
all ages) and I do beg Decca to issue them 
separately. I hereby promise to buy copies 
for all my young friends. 


DVORAK. Piano Concerto in G minor 
Op. 33- Rudolf Firkusny (piano), 
Cleveland Orchestra conducted by 
George Szell. Philips ABR 4052 
(10 in., 28s. 8d.). 

Wuehrer, V.S.O., Moralt (9/53) PL7630 

This least successful of all piano concertos 
by a great composer needs all the help it 
can get in performance. A pianist who can 
himself give character to writing that is 
often characterless and power to passages 
that are too often thin, an orchestra that 
accompanies with ardour and, in a record- 
ing, the very best of recorded sound. It is in 
this last that the present issue fails most to 
satisfy, for the orchestral sound is mostly top 
and bottom, while the piano tone greatly 
lacks quality. It is, indeed, very thin. 

Firkusny plays a filled-out version of 
Dvorak’s piano part, which is not to be 
condemned, for that piano part is a really 
thin one. Yet I don’t know that filling it 
out helps much. Wiihrer, on the rival disc, 
seems to play what Dvorak wrote and the 
result is certainly equally successful—and 
would be more so if the piano were recorded 
more to the fore. But the tone is far better 
than on the new disc. The orchestral part 
of the Vox recording, however, is also on the 
shrill side. 

As a performance, that by Firkusny seems 
to start a little tentatively, but warms up 
considerably before long: and his playing 
of the Finale is a real fuoco, which Wihrer’s 
is not. Yet Wihrer has an authority that 
Firkusny seems to lack in this work, a style, 
too, that makes the music more telling. He 
plays the work in full, taking a 12-inch disc : 
Firkusny makes two cuts, both quite short, 
and gets it on to a 10-inch. 

There is a Supraphon version, at present 
unobtainable, but that, as I remember, is no 
loss. My present choice would undoubtedly 
be the Wihrer performance and Vox 
recording, but a really first-class issue has 
not yet arrived. I hope it will one day, for, 
with all its faults, the work is worth just one 
performance and recording that are as fine 
as possible. rye 


Symphony No. 2 in D 


DVORAK. 
| Berlin Philhar- 


minor, Op. 70. 
monic Orchestra conducted by 
Ferdinand Leitner. D.G.G. 
DGM18291 (12 in., 39s. 74d.). 
Hamburg R.O., Schmidt-Isserstedt 

XT2807 


(8/53) L 
Philharmonia, Kubelik (10/53) (H) ALP1075 
This is undeniably a good performance 
and a fairly good recording, but for all its 
qualities I don’t think it rivals the winner 
of the other two listed above. 


The performance is sound. It is most 
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(Four Concertos for Violin, Four Concertos for 
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STRAVINSKY PL 6992 

Petrushka Suite 

Alfred Brendel, piano ** The salient feature of this remarkable recording 
1—12 in. record PL 9140 is the triumphant success with which the problem of 


balance (difficult enough in a live performance) has 
been solved : not only is the chorus prevented from 
blanketing the orchestra, but the woodwind soars 
with surprising clarity above even the heaviest 
choral polyphony.” 

E. Sackville West 

New STATESMAN & NATION, March 1953 


One of Vox’s famous piano recordings 















MOZART 
String Quartet in D, K.499 

String Quartet in D, K.575 

The Barchet Quartet 

1—12 in. record PL $730 


The record for the Mozart enthusiast 





















** We continue to recommend Klemperer’s out- 
standing interpretation of this sublime music.”’ 
THE MONTHLY LETTER, November 1954 
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Stabat Mater i” . the performance is full of grandeur and 

Soloists—Mainz Chamber Orchestra (Kehr) orchestral detail—and you're never in doubt about 
what the music means.”’ 
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carefully done, with thought for such things 
as balance, careful shaping of phrase, and 
a considerable amount of the right romantic 
fecling. But it does not go further than that 
—whereas Schmidt-Isserstedt’s does. It’s 
the difference between a good performance 
and a remarkable one, the sort of perform- 
ance that has a vivid and musically 
imaginative mind behind it. And whereas 
Leitner’s Scherzo is merely brisk, Schmidt- 
Isserstedt’s has grace and charm, which 
surely this movement of all such movements 
must have. 

Schmidt-Isserstedt is helped by Decca’s 
recording. In particular, that in the big 
romantic moments the violins are kept well 
forward—and those are the instruments 
that send the shivers down our backs. 
D.G.G.’s_ violins at such moments are 
not so telling, while the full orchestral 
effect in general tends to sound too 
stodgy in the middle. One feels a wadge 
of horns and suchlike which tends to 
clog the vividness of it all. D.G.G.’s way 
of recording, the sort of sound they aim at, 
can be wonderful, as we all know, but it is 
the sort of sound that when it doesn’t quite 
come off can lack clarity of texture and a 
certain amount of vividness—and I think 
this has happened here. To be fair, let me 
add that those companies who record with 
a brighter characteristic can equally easily 
go over the mark the other way—and 
sometimes do. | 

And now, since I am a layman in these 
technical matters and a mere musician who 
only talks, in probably all the wrong terms, 
about what he knows things should sound 
like, let me merely add that I am in no 
doubt that I think Schmidt-Isserstedt’s 
performance of this particular symphony 
unrivalled. T.H. 


ELGAR. Pomp and Circumstance 
Marches, Op. 39. No. 1 in D major ; 
No. 2 in A minor ; No. 3 in C minor ; 
No. 4 in G major ; No. 5 in C major. 
Overture “Froissart”, Op. 19. 
Dream Children, Op. 43. London 
Philharmonic Orchestra conducted 
by Sir Adrian Boult. H.M.V. 
ALP1379 (12 in., 39s. 74d.). 

Five Pomp and Circumstance Marches are not 
meant, of course, for continuous listening, 
yet when a reviewer has to do it, it is 
astonishing how the interest is held. Since 
the title to so many means not much more 
than Land of Hope and Glory, which occurs 
in the first, it is worth emphasising that the 
variety Elgar achieved in this set.of marches 
is considerable, that each has its own special 
delights, and that the mastery is throughout 
consummate. 

What a remarkable one is the third, for 
example, marked pp con fuoco, with its sense 
of quick, suppressed energy and with a 
Trio that matches the overall mood to 
perfection—quite unlike the Trios of any of 
the rest. Boult catches the mood of this one 
particularly well. It is a marvellous piece 
of music, march or no march. 

But indeed the whole set is to be highly 
recommended. The playing is always good, 
and so is the recording. Land of Hope and 
Glory has its organ to add to its impressive- 
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ness. The second is perhaps the least good 
of the lot as a composition—one doesn’t 
want the Trio round for a second time— 
and here perhaps the woodwind playing 
could have been more jaunty. 

But in general this is all very well done 
indeed and the surfaces are impeccable 
(particularly important in Dream Children, 
that fading vision of two children who, to 
quote Lamb’s essay, are “ nothing, less 
than nothing, but dreams. We are only 
what might have been ’’). 

To these exquisite little pieces is added a 
performance of Froissart that is by turn 
brilliant and warm. An admirable record. 

T.H. 


HAYDN. Symphony No. 86 in D major. 

Symphony No. 92 in G major, 

“ Oxford ”. Orchestra Alessandro 

Scarlatti conducted by Franco 

Caracciolo. Columbia 33CX1378 

(12 in., 39s. 74d.). 
Symphony No. 86 : 

London Mozart, Blech 


Symphony No. 92: 
Cleveland S.O., Szell 


(1/54) (H)CLP1009 


‘ (1/53) 33CX 1028 
L.S.O., Krips (10/53) LX T2819 
Vienna Op., Scherchen (2/54) WLP5137 
Sydney S.O., Schmidt-Isserstedt 

(1/55) LGM65012 
Copenhagen Royal Orch., Malko 
(3/55) (H)CLP1028 


Thi is a most winning record, with fine, 
pointed Haydn playing from an orchestra 
ideally balanced for the music. 

Caracciolo secures stylish performance 
throughout, and has a care, with one 
exception, always to keep the music moving. 
This illuminates slow movements and 
introductions. But the exception concerns 
the minuets—these are stately rather than 
vivacious ; with less pointed playing they 
would in fact be dull. But the minuet of the 
Oxford has one overwhelming advantage to 
set against the moderation of its tempo : 
the Trio is played without preliminary 
hold-up, and with the most precise 
accentuation, allowing us for once actually 
to hear the cross-rhythms Haydn so care- 
fully wrote into the score. 

A uniform excellence of individual 
playing allows an unhampered presenta- 
tion of Caracciolo’s view of the music. 
Such security at the end of the slow move- 
ment of the Oxford is not by any means 
always to be heard ; nor is such a care for 
balance that allows all the flute solos to tell 
adequately. By contrast, there is one 
curiosity: D above the stave seems a weak 
note on the bassoonist’s instrument, and 
in the Trio of the Minuet of No. 86 this 
leads to a most irregular statement of the 
tune. 

The list of virtues is completed by adding 
that the recording is not only well-balanced 
but well-toned and beautifully clear— 
clear enough in one place (at the end of the 
introduction to the first movement of the 
Oxford) to allow us to overhear momentarily 
an ill-timed -conversation in the studio. 
This in no way prevents me from preferring 
this Oxford to all the others available, of 
which the closest competitors seem to me 
to be Krips on Decca (with a mellow 
Mozart G minor Symphony for backing), 
and Malko on H.M.V. (with an acceptable 
Haydn Military Symphony). In the case 


.of the Haydn 86th Symphony this new 
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version is at least the equal of its predeces- 
sor, the H.M.V. of Harry Blech; the 
backing of that excellent record is another 
version of the Mozart G minor Symphony, 
this time a very alert one. M.M. 


HINDEMITH. Symphony “ Mathis 
der Maler”. Berlin Philharmonic 
Orchestra conducted by Paul Hinde- 
mith. D.G.G. DG16130 (10 in., 
29s. 64d.). 


N.B.C., Cantelli (2/53) (H)BLP1010 


Berlin P.O., Hindemith (6/54) LGM65018 
Philadelphia S.O., Ormandy (6/55) ABL3051 


No need for a long review here. The new 
Deutsche Grammophon is clearly the 
version to have, and a highly recommended 
record. The Telefunken was a dubbing 
from 78s, the Cantelli not well recorded, the 
Philips not well recorded nor well con- 
ducted either. The new recording may not 
quite be in D.G.G.’s spectacular top level, 
but the rich rounded tones of the Berlin 
Philharmonic are reproduced with fidelity. 
Besides, for no extra money you get the 
luxurious D.G.G. packaging. P. 


MILHAUD. La Création du Monde— 
Ballet. 

RESPIGHI. Fountains of Rome—. 
Symphonic Poem. Orchestre de la 
Suisse Romande conducted by 
Alberto Erede. Decca LX3153 (10 in., 
29s. 64d.). 

La Creation du Monde : 
Concerts de Chambre, Oubradous 


(10/54) L89002 


S.O., Bernstein (10/55) NBR6019 


Fountains of Rome : 


N.B.C. S.O., Toscanini (2/54) (H)ALP1101 
Vienna Op., Quadri 


. (6/54) WLP5167 
Minneapolis S.O., Dorati 

(7/54) or (9/56) MRL2007 

Philharmonia, Galliera (4/56) 33CX1339 


An oddly coupled pair of works, the 
Respighi with its enormous orchestra and 
romantic picture painting and the Milhaud 
negro ballet of 1923, scored for just a 
handful of solo players. 

I cannot say that the performance of The 
Fountains of Rome is at all successful and it 
certainly does not outdo earlier perform- 
ances and recordings, of which I think that 
by Galliera easily the best played and most 
sensitively interpreted. This new one is 
actually the first to appear on a ‘10-inch 
side and one would, indeed, have thought 
the work ideal for this size for most per- 
formances take only about 15 minutes. 
Erede knocks about two minutes off this 
and the result is hurried and insensitive. 

The outside movements suffer most, of 
course, where very little of the atmosphere 
is captured, especially in the evening scene 
at the Villa Medici. But I also find the 
Triton Fountain lacking in delicate sparkle, 
from lack of grace in its playing rather than 
from a too fast speed. 

If you really want to get down to com- 
parisons, just listen to the difference 
between the beautiful clarinet playing from 
the Philharmonia soloist with Galliera and 
the unimaginative Swiss clarinettist. And 
the Columbia recording is most satisfying, 
getting an enormous amount of detail clear, 
even at the noisiest moments. Decca’s 
recording in this new version is unsatis- 
factory in this particular. At the end of the 
Trevi Fountain, for instance, where the 
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largamenie comes, it is essential to hear 
trumpets and trombones more effectively 
than we do here. 

Milhaud’s attractive score has the best 
players of all three versions, at least in the 
actual sound each makes. What a very 
good saxophonist this is, without that 
vibrato which is so out of place in an 
ensemble of this sort. All the slower move- 
ments come off admirably, but in the 
jazzier ones I thought Bernstein unsur- 
passed. Here the syncopation is not always 
pointed enough, by the clarinet player, for 
one. It is carefully done, rather than played 
as to the manner born. 

The recording of this side is good, except 
that the percussion does not tell enough. 
Things like the wooden block are too much 
in the background and fail to give the music 
their vividness. 

I do think a lot of this performance the 
best available and I don’t think Bernstein’s 
version unbeatable. But I sometimes missed 
his players’ vitality in this new record. I 
wish the Swiss musicians all had the verve 
of the trumpeter, who plays as if he had 
been somewhere other than in a symphony 
orchestra at one time or another. T.H. 


MOZART. “ The Marriage of Figaro ” 
—Overture (a). Violin Concerto in 
D major, K.218—Rondo (a) ; 
Arthur Grumiaux (violin). Rondo 
for Piano and Orchestra in A 
major, K.386 (b); Clare Haskil 
(piano). Mass in C minor, K.427— 
Et incarnatus est (a); Theresa 
Stich-Randall (soprano). “ Don 
Giovanni ”’, K.527—Deh, vieni alla 
finestra; La ci darem la mano (a) ; 
George London (baritone), Grazielli 
Sciutti (soprano). Rondo for Solo 
Piano in D major, K.485; Hans 
Henkemans (piano). Vienna Sym- 
phony Orchestra conducted by (a) 
Rudolf Moralt and (b) Bernhard 
Paumgartner. Philips SBR6200 
(10 in., 24s. od.). 

This so-called ‘‘ Mozart Miniature ” 
disc consists of extracts from the Philips 
“Mozart Jubilee Edition”’, now being 
made under the personal supervision of 
Bernhard Paumgartner. ‘‘ No series of 
records ’’, says the sleeve, “‘ has ever been 
more carefully planned than this”, and 
** many of the scores have been copied from 
the original handwritten manuscripts ”’. It 
seems no one ever thought of doing this 
before. This disc, an example of the careful 
planning, consists of an overture and two 
concerto movements on one side, and on 
the other an aria from a mass followed by 
two operatic pieces, with a piano rondo to 
end up with, the sort of order one might get 
by drawing the items out of a hat. Miss 
Sciutti is spelt unattractively as Scuitti on 
both front and back of the sleeve, though I 
would not make too much of the fact as this 
journal erred similarly when the Philips 
Don Giovanni was reviewed. 

Of the items that have not yet appeared 
before, I especially enjoyed Miss Haskil’s 
unobtrusive playing of a little-known rondo 
for piano and orchestra ; the main tune is 
nothing much, but the episodes are 
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exquisitely beautiful. Henkemans’s version 
of the D major piano rondo is wonderfully 
clean and stylish ; I hope he is engaged to 
play some of the piano concertos in this 
series. ‘The vocal items have all been 
reviewed before in these columns as part of 
the complete works from which they are 
taken. “‘ Et incarnatus est ”’ is sung in the 
shortened version to be found in Alois 
Schmidt’s edition, now fairly generally 
condemned by musicologists, and one 
wonders why Professor Paumgartner did not 
choose to copy this item from the “‘original 
handwritten manuscript”. (At least he 
might look up the word manuscript in a 
dictionary.) Theresa Stich-Randall sings 
the aria with delightful purity of tone and 
a complete absence of consonants. The 
violin concerto movement is spoilt by being 
taken at a quite ridiculous speed. Allegro 
ma non troppo my foot; this is Presto possibile— 
or do I mean impossibile ? 


Readers will notice that I have been 
prejudiced against this disc by the sleeve 
note. Let me make some amends and add 
that it is an attractive set cf pieces, on the 
whole well performed, and very well 
recorded. R.F. 


MOZART. Concerto No. 6 in B flat 
major, K.238. Concerto No. 14 in 
E flat major, K.449. Hans Henke- 
mans (piano), Vienna Symphony 
Orchestra conducted by Bernhard 
Paumgartner. Philips ABL3135 
(12 in., 38s. 3d.). 
Concerto No. 6: 
Balsam, Winterthur, Goehr __ (10/53) CLP1120 


Haebler, Vienna Pro Musica, Hollreiser 
(3/56) PL9290 
Concerto No. 14: 


Horsley, Philharmonia, Galliera 
(2/54) (H)CLP1012 
Matthews, Philharmonia, Schwarz 
(11/54) 383SX1031 
Scherzer, L. Baroque Ens., Haas 


(11/54) PMA1012 

Gulda, L.S.O., Collins (4/55) LXT5013 
A perfectly decent account of the two 
concertos, and of course they are pleasant 
enough to listen to. But this K.238 does 
not stand up to comparison with Balsam’s 
(coupled with K.246). The outer move- 
ments are rushed, instead of falling into the 
easy natural gait that Goehr finds for them, 
and Mr. Henkemans, a _ clean-fingered, 
musical pianist, tends to get a sewing- 
machine rattle into the Alberti basses. The 
orchestral playing is of the routine kind. 


Of K.449 there happens to be no par- 
ticularly enticing version. But in my 
collection I’d rather have the two early 
concertos played by Balsam, and a whizzing 
performance of Richard Strauss’s Burleske, 
which backs Gulda’s K.449. 

In K.238 Mr. Henkemans plays cadenzas 
of his own composition, elaborate but in 


good style. A.P. 


SCHUMANN. Symphony No. 2 in C 
major, Op. 61. Detroit Symphony 
Orchestra conducted by Paul Paray. 
Mercury MRL25!19 (12 in., 39s. 74d.). 
Paris Cons., Schuricht (11/52) LXT2745 


N.Y. Stadium S.O., Bernstein (1/55) AXTL1067 
Cleveland S.O., Szell (5/56) NBR6033 


My preference for the Brunswick version 
of Schumann’s C major Symphony is not 
altered by the arrival of the two later discs. 
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As J.W. pointed out in May, the Philips disc 
has the advantage of being less expensive-— 
nearly 14s. less. But to choose it, I think, 
would be false economy. The recording is 
less good ; Szell’s handling of the noble 
Adagio espressivo cannot hold the attention 
in the way Bernstein’s searching, warm 
treatment does. 

The new Mercury presents a careful, 
scrupulous performance ; but M. Paray’s 
reading has neither the breadth nor the 
loving care for details of individual phrasing 
which distinguishes the versions by Bernstein 
and Schuricht. Moreover the orchestral 
tone sounds artificial; the violins are 
steely, strong, exact, but metallic ; and in 
the general balance the flute is nearly always 
submerged. An efficient, but not a living, 
recreation of music which can hardly be 
left to “‘ play itself ”’. A.P. 


SAINT-SAENS. Concerto No. 2 in 
G minor, Op. 22. 

COUPERIN. La Fleurie, ou la Tendre 
Nanette. Soeur Monique. Le 
Bavolet Flottant. 

FAURE. Ballade in F sharp major, 
Op. 19. Gina Bachauer (piano), 
London Orchestra conducted by 
Alec Sherman. H.M.V. CLP1089 
(12 in., 33s. 114d.). 

Concerto No. 2: . 
Lympany, L.P.O., Martinon (10/51) LX3064 
Sandford, Hastings $.0., Bath (6/52) ALX3028 
bw sey Paris Cons., Cluytens (3/55) 38CX1217 
Long, LPO, Martinon (11/54) LXT2963 

Gina Bachauer gives us here much 
sensitive, poetic playing: she adds glitter 
when it is called for in the Saint-Saéns: but 
she seems unwilling to let herself go, to give 
us anything big or to play with gusto. That 
is all right for the Fauré, of which she gives 
a most acceptable performance, but the 
Concerto wants something more than poetry 
(in the first movement) and delicacy (in the 
rest). 

In the first movement I miss that really 
big sound that the climax wants. Listen to 
Gilels or Lympany and note the difference. 
Gilels gets rather too excitable (merely) in 
the preceding bars but the climax itself is 
big. Lympany’s build-up is magnificent 
and the whole passage is enormously telling. 

Bachauer’s delicacy makes a great deal 
of the other two movements a delight to 
hear, of course ; but two whole movements 
of delicacy is too much. That second theme 
of the scherzo is marked mf and surely 
wants the swagger that the other two bring 
to it. As to the Finale, in this latest perform- 
ance it sounds too much like another Scherzo. 
But we have already had one and this last 
movement wants to whirl along with power 
and verve, the sort of tarantella where 


_ everyone falls down exhausted at the end. 


And there is too little dynamic variety. 
The first piano entry is marked f, for 
instance, and four bars later there is a p— 
but not so that you would notice in this 
performance. 

I must further report a cut in this 
movement (made by none of the other 
recorders of this concerto). ‘Two separate 
bits are hacked out of a section, and a 
rather nice section at that, and the com- 
poser’s design is here unnecessarily mutilated. 
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Matter... 


The RCA New Orthophonic High Fidelity Pick-ups are built around an entirely new 8-pole 
balanced variable reluctance cartridge. 
A special feature of the design, which represents a completely new departure in gramophone disc 
reproduction, is the change-over mechanism. The single cantilever construction of the dual stylus model, 
completely eliminates the mechanical resonance previously experienced with normal type turnover 
Pick-ups. The dual styli are both mounted on the one cantilever and the change-over from one stylus 
to the other is effected by a positive toggle action. 


RCA Pick-ups are available with single or dual stylus cartridges with 
diamonds and sapphires, and a choice of two arm lengths. The long arm 
models will track records up to 16” in diameter, and the normal length 
arm tracks any record up to 12’ diameter. The Pick-ups will fully load any 
normal High Fidelity amplifier without the use of a step-up transformer. 
A tracking pressure selector is built-in on all models, with an adjustable 
pedestal to suit any height of turntable. 























F/M TUNER TRANSCRIPTION DECK PRE-AMPLIFIER MAIN AMPLIFIER LOUDSPEAKER 


Rl Neur Orthophonsc Nigh Judelity 


RCA GREAT BRITAIN LTD. (DEPT. HFL), LINCOLN WAY, WINDMILL ROAD, SUNBURY-ON-THAMES, MIDDLESEX. TEL: SUNBURY-ON-THAMES 3101 
(An Associate Company of Radio Corporation of Amer.ca) 
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io” LP 


XAVIER CUGAT and his Orchestra DAVID CARROLL and his Orchestra 
Cugat’s Favourites Waltzes, Wine And Candlelight . 
Green Eyes/Linda Mujer/Walter Winchell Rhumba/ Melody Of Love/La Golondrina/My Evening Star/ 
Brazil/A Gay Ranchero/Cucaracha Mambo/Yours/ Let The Rest Of The World Go By/Till We 
Blue Tango/ Siboney/ Miami Beach Rhumba/Chiu Chiu/ Meet Again/Tradewinds/The Blue Scarecrow/ 
Donde Estabas Tu Sugar Loaf/Tropical/Safari/Tambourin Chinois 
Mercury MPT 7002 Mercury MPT 7004 


BUDDY MORROW and his Orchestra 
Shall We Dance 

Intermezzo/ Body And Soul/Melancholy Baby/ 
Let’s Do It/Something To Remember You By/ 
September Song/The Touch Of Your Lips/ 

Biue Prelude/We’ll Be Together Again/ | Found 
A Million Dollar Baby/ That Old Feeling/ 

Too Marvellous For Words 


Mercury MPT 7003 


i2" LP 
ALFRED NEWMAN ERROLL GARNER 
Plays Music From The Films Mambo Moves Garner 
Wuthering Heights/All About Eve/Pinky/ Mambo Garner/Night And Day/ Mambo Blues/ 
Razor’s Edge/Song Of Bernadette/Letter To That Old Black Magic/Cherokee/Russian Lullaby/ 
Three Wives/An American In Paris ) Begin The Beguine/Mambo Nights/Sweet Sue, Just You 
Mercury MPL 6500 Mercury MPL 650! 










x SHOW TIME * 


Extended Play 


FRANK BARCLEY his piano and rhythm 
Great Songs From Great Shows Vol II—SALAD DAYS 
It’s Easy To Sing/I Sit In The Sun/We’re Looking 
For A Piano/We Said We Wouldn’t Look Back/ 
The Time Of My Life/Oh Look At Me 
Nixa NEP 24024 





TONY OSBORNE’S VARSITY FOOTWARMERS, FRANKIE LAINE: KITTY KALLEN and 
with Sandy Wilson at the Piano RICHARD HAYES: DAVID LE WINTER 


The Boy Friend Four Star Selection From GUYS AND DOLLS 
The Boy Friend/It’s Never Too Late To Fall In Love/ 


Won’t You Charleston With Me/I Could Be Happy we Were A Bell/A Bushel And A a 
With You/A Room In Bloomsbury/The Boy Friend I’ve Never Been In Love BEFORE/I’ll Know 
Nixa NEP 24025 Mercury MEP 9503 . 


Distributed by Pye Group Records (Sales), 66 Haymarket, London, S.W.1 
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Learn the French — 
they speak in France 


1° LEARN a language really well you must hear the 

rhythm, the lilt, of the everyday speech of ordinary 
people. Linguaphone teaches you by this quick 
thorough, effortless method : You learn by listening 
to the voices of distinguished speakers and professors 
on specially prepared Linguaphone records, following 
the words in the illustrated textbook. In half the 
usual time, Linguaphone enables you to speak, read 
and write the language—and, above all, to understand 
it when spoken. There is no formal learning. From 
the start you are thrown into the conversational 
atmosphere of the boulevard, the café and the plage. 
Linguaphone courses are continually being brought 
up-to-date. The very latest high-fidelity recordings 
are used. Put in fifteen minutes a day and in a few 
months you can express yourself freely in the language 
of your choice. 





POST THE COUPON BELOW for full particulars 
of Linguaphone, the World’s leading conversational 
method. 


-LI NGUAPHONE FOR LANGUAGES * 


(Dept. W4) 
* or any of ‘ 


32 languages includi 
| uae ing Ee ee ee ee ao ee 


‘FRENCH GERMAN| = lock Cepitals) 


1 Cc] P+ tiskkd vbddneteansesssakaseecenmeeeelll 


IED sic gunucncackudbinonskuemiibiauculnnuukencaaes 
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Other language(s) ...... To the LINGUAPHONE INSTITUTE, 

(Dept.W4), Linguaphone House, 

i eeeeereeeee ee eeeeeeeeee 207 Regent Street, London, Ww.i 

j Put a cross against the 

' a ny 4 by oh mn your Please send me (post free) your 2f-page book about | 
Linguaphone and details of the Week’s Free Trial | 

Offer. (I have/have mot a gramophone.) | 











ARCHIVE 


PRODUCTION 


History of Music Division 
of the 
Deutsche Grammophon 


Gesellschaft, Hannover 


Notable Recording: 
of works by G. F. Handel 
33!) 


Concerti Grossi, Opus 6 


No. I, G major - No. 2, F major AP 130i 
No. 5, D major - No. 6, G minor APM 14 
No. 7, Bb major - No. 8, C minor APM 140i4 


The Bamberg Symphony Orchestra 


Conductor : Fritz Lehmann 


Water Music APM 1400 


Music for the Royal Fireworks = ap im 


The Berlin Philharmonic Orchestra 


Conductor : Fritz Lehmann 


A Lecture-Recital by Dr. Fred Hamel, the eminen' 


musicologist and editor of the 
ARCHIVE PRODUCTION repertoire, will be given 


in the Wigmore Hall, London, on Wednesday the 


17th of October at 2.30 p.m. 
We are pleased to extend an invitation to all who 


may be interested to attend. Admission is free. 


Please write for inclusion in our mailing lists to : 


HELIODOR RECORD COMPANY LIMITED - 8 CLARGES STREET 
LONDON, W.I - GROSVENOR 3095 


Subsidiary Company of the Deutsche Grammophon Gesellschaft, Hannover 
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Since both cuts are a matter of only a few 
bars, the reason is obscure. 

Gilels and Lympany are still unrivalled, 
anc. personally I think Lympany incom- 
parably good. A pity, for this new recording 
has the best sound of the lot and is, in fact, 
the only one that records those timpani at 
the start of the Finale with complete success. 

A pity, too, because the Fauré is most 
beautifully done. The only really serious 
rival here is Kathleen Long, and after 
listening to both, I felt—who am I to 
choose between these ladies? Kathleen 
Long is possibly a little more French—it’s 
very clear playing and she moves it on. 
But it is, after all, a romantic piece and 
Gina Bachauer plays it with warmth and 
all the right sort of feeling. (Why, by the 
way, does somebody not couple this with 
the same composer’s Fantasie, Op. 111, for 
piano and orchestra, quite unaccountably 
forgotten by all the pianists who play the 
Ballade ? Not quite all, for I have done it 
with Clive Lythgoe.) 

If you are mainly intent on the Ballade 
your choice will presumably be influenced 
by the couplings. As well as the Concerto, 
Gina Bachauer adds three Couperin pieces 
for piano solo, very nicely played, but 
strangely chosen as a group, for they are all 
in the same speed and rhythm. Kathleen 
Long’s disc also provides a delightful 
performance of Frangaix’s Concertino for 
piano and orchestra and four of Fauré’s 
lovely Nocturnes. _ 


STRAVINSKY. Concerto for Piano 
and Wind Instruments. Capriccio 
for Piano and Orchestra. Nikita 
Magaloff (piano), Orchestre de la 
Suisse Romande conducted by 
Ernest Ansermet. Decca LXT5154 
(12 in., 39s. 74d.). 

This is a most valuable record, bringing 
us two of Stravinsky’s works of the nineteen- 
twenties which will be unfamiliar to most 
and which fill a gap in our knowledge of 
the composer. Nor are we ever likely to 
hear frequent concert performances of 
either work for, box office apart, they make 
heavy demands on rehearsal time. The 
more pleasing, therefore, to be able to say 
that these performances are both of great 
authority, extremely well played, and 
recorded by Decca most excellently. They 
are at present the only available versions of 
either work in this country, for the Nixa 
Concerto has been deleted. 

At the end of it all one’s admiration for 
Magaloff’s work as a mere feat of learning 
and of digital skill is tremendous. He 
might have taken more chances of some 
really soft playing. Even in the clatter of 
the Concerto (and there are acres marked 
with nothing but a forte) one can find 
opportunities for contrast, while in the far 
more charming Capriccio the pianist could 
have done a good deal more in this way. 

Still, one mustn’t grumble. Magaloff’s 
achievement is remarkably assured, while 
Ansermet and his orchestra accompany as 
if the works have been in their regular 
repertoire for years. 

As to the music itself, the Concerto 
(which, incidentally, is scored for double- 
basses and timpani as well as wind) dates 
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from 1923-24 and was taken on tour by 
Stravinsky himself, as solo pianist, for some 
years. It never for a moment tries to charm 
—heartless music, if ever there was such— 
yet it is difficult not to be impressed by it, 
such is Stravinsky’s mastery. 

The Capriccio had its first performance in 
Paris in 1929, when Stravinsky was the 
soloist and the present conductor, Ansermet, 
was in charge. If you are adventuring on 
this disc—and I hope you will try it—please 
play this side first, for it has a charm that is 
not to be found in the earlier work. 

Altogether, a most welcome production, 
deserving a great deal of congratulation all 
round. T.H. 


TCHAIKOVSKY. Symphony No..5 in 
E minor, Op. 64. Orchestre de la 
Société des Concerts du Con- 
servatoire de Paris conducted by 
George Solti. Decca LXT5241 (12Iin., 


39s. 74d.). 
Milan La Scala, Cantelli (10/52) (H)ALP1001 
Hamburg R.O., Schmidt-Isserstedt 


(2/53) ecw 


Minneapolis S.O., Dorati (6/54) MG50008 
Concertgebouw, Kempen (10/54) ABL3007 
onia, Karajan (1/55) 383CX1133 


Philharm 
B.B.C. S.0., Sargent (5/55) (H)ALP1236 
Berlin P.O., Fricsay (11/55) DGM18012 


Solti directs a most exciting performance. 
The first movement has its share of impetus, 
and the second its share’of warm leisureliness 
but it is in the two latter movements that 
success is more entirely convincing. The 
waltz is never an easy movement to play— 
Tchaikovsky perhaps consciously refused to 
give it the lilt of any of his ballet waltzes, 
and in consequence it is often hovering on 
the brink of sounding dull in performance 
(it certainly is in some of the versions of the 
symphony listed above). But Solti has the 
knack of its apparent awkwardness, and he 
is notably assisted here into bringing it off 
completely successfully by very clean and 
precise string-playing in the staccato semi- 
quaver passages—these have a beautifully 
effective bite, where so often they merely 
sound busy. And in the uncut finale there 
is a great build-up of excitement, which is 
not let down at the crucial moment when 
after a pause the final triumphant statement 
of the tune takes place in E major. For here 
Solti ensures by careful balance that the 
tune, which is bearable, is in fact the 
dominant feature of the situation ; whereas 
so often this dominance is allowed instead 
to the counter-melody of the trumpets and 
horns—and this it is difficult to bear. 

The successful performance is matched 
by a successful recording. The virtues 
include good balance throughout, both 
richness and brilliance of tone, with highly 
effective catching of the brass, and a spacing 
which allows two complete movements on 
each side ; an odd minor drawback is a 
curious upward glissando hum immediately 
after the end of the first movement. 

But the perspective in which the many 
excellences must be seen is that this is a 
characteristic performance by the Paris 
Conservatoire Orchestra. And so the 
trumpet tone—so well caught by the 
recording—is rich but unsteady ; the horn 
tone, unsteadier still, is apt to obtrude in 
ensemble (though the famous solo opening 
the slow movement could scarcely be more 
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beautifully played) ; and the clarinet tone 
is thin and fluttery—more than usually 
unhappy in this particular work, with its 
substantial employment of the unison of 
two clarinets, here with a_ necessarily 
imperfect blend. 

If these characteristics of Parisian orch- 
estral playing are acceptable, then so will 
this new version of the Tchaikovsky be, for 
within its chosen style it is most beautifully 
done. But listeners caring rather for a 
different style of wind-playing should, I 
think, explore Sargent’s H.M.V., a brilliant 
recording of a not particularly exciting 
performance ; or Karajan’s Columbia, a 
less brilliant recording of a rather good 
performance. M.M. 


TCHAIKOVSKY. Concerto No. 2 in 
G major, Op. 44. Shura Cher- 
kassky (piano), Berlin Philhar- 
monic Orchestra conducted by 
Richard Kraus. D.G.G. DGM18292 
(12 in., 39s. 74d.). 


Mewton Wood, Winterthur, Goehr (9/52) CLP1126 
Nikolaeva, U.S.S.R. S.O., Anosov (3/55) MWL312 


I think this a really wonderful perform- 
ance of the Concerto. The piano playing is 
often sheer magic: even the Concerto’s 
weakest moments held my attention: and 
Cherkassky’s over-all conception of the 
work is admirably calculated to bring out 
its best qualities. In the first two movements 
there is playing of the greatest poetic 
imagination, but with a reserve of dynamics 
that makes the uninhibited brilliance of the 
Finale a delight. It is highly individual 
playing but of such mastery that you are 
carried along unquestioning. In fact, if the 
Concerto were played like this more often, 
it would scarcely remain the poor relation 
of its elder brother—but playing like this is 
not to be expected every day. 

The Berlin Philharmonic accompany 
extremely well and much credit must go to 
Richard Kraus, a new name to me, for his 
alert work in a concerto that has some 
difficult moments for the conductor in it. 

A good recording, too. Sometimes soft 
strings get lost—the lower strings in those 
canonic passages in the first movement, for 
instance—and here and there one wants a 
touch more woodwind. I found, too, that 
I had to put on a surprising amount of bass 
to catch any timpani. But these are very 
small points in a generally very good sound. 

The choice is clear, unless you want the 
Concerto complete and uncut and scored 
as Tchaikovsky first planned it (which at 
some points is very different from the Siloti 
version we usually hear). If so, you will buy 
Nikolaeva on a Monarch disc, the only 
pianist who has recorded the original score : 
but the playing is not remarkable and the 
disc itself is technically poor, especially in 
its surface. 

Siloti’s cuts and rewriting were issued 
with the composer’s approval. Mewton 
Wood makes further cuts and though he 
plays finely, Nixa’s recording now sounds 
less than first-rate. Cherkassky plays Siloti 
in full and there is no doubt that it is the 
one to choose. More than that, the oppor- 
tunity of hearing such piano playing should 
not be missed. T.H. 
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RESTFUL MUSIC. Tu mancavi a 
tormentarmi (Cesti). Gagliarda 
(Frescobaldi). Nocturne from “ Le 
Triomphe de amour” (Lully). When 
I am laid in earth from “ Dido and 
Aeneas ” (Purcell). Mein Jesu (J. S 
Bach). Siciliano from Sonata No. 4 
in C minor (J. S. Bach). Sarabande 
from Suite No. 2 in B minor (J. S. 
Bach). All transcribed Stokowski. 
Adagietto from “L’Arlésienne”’ Suite 
No. 1 (Bizet). Leopold Stokowski 
and his Symphony Orchestra. 
Scene at the Brook from Symphony 
No. 6 (Beethoven). Members of the 
N.B.C. Symphony Orchestra con- 
ducted by Leopold Stokowski. 
H.M.V. ALP1387 (12 in., 39s. 74d.). 

One thing that can certainly take a rest 
is the critical faculty ; this is presumably 
not even intended as a serious presentation 
of the music concerned. It might, however, 
well serve its purpose of sustaining a mood, 
if you think you can, or wish to, sustain 
one mood for this length of time. Perhaps 
it zs possible, if you don’t listen ; but once 
let the music have your attention, and you 
realise instantly the skill of composers and 
programme-builders, applied daily and 
regularly precisely in order to prevent this 
sort of programme occurring ; never has 
the Bach Sarabande sounded so dull as in 
this setting, never the Beethoven so long, 
never the Bizet so pointless. No fault of 
the playing ; or of the arranging, which, 
for its purpose, is extremely good except 
in the Bach Siciliano—this surely needs 
altogether more drastic treatment from an 
arranger capable of making Cesti sound like 
Sibelius. 

But I begin to make the mistake I set 
out to avoid in the first place, the mistake 
of fringing on a discussion of the music as 
such, when the record is obviously meant 
to serve other purposes. Don’t listen, but 
just let it flow on ; and with luck you will 
have a first-class soporific on your hands. 
If this record had been available in 
Kayserling’s day poor Goldberg would 
have been out of a job. M.M. 


WAGNER. Siegfried Idyll. Venusburg 


Music from “‘ Tannhauser ”. Ride of 
the Valkyries from “ Die Walkiire ”’. 
Berlin Philharmonic Orchestra 
conducted by Igor Markevitch. 
D.G.G. DGM 19024 (12 in., 39s. 74d.). 

This is one of those full orchestral 
performances of the Siegfried Idyll that 
conductors so like to give, though how any 
musician who gives the matter the slightest 
thought can perpetrate this sort of thing 
passes my understanding. 

In the first place, sixty strings and 
probably more give a weight of sound that 
is utterly inappropriate to this most lovely 
of all small orchestral pieces. That may be 
a matter of opinion. What is plain fact, 
however, is that with such numbers it is 
impossible to hear the woodwind counter- 
points at any moments when the strings are 
playing loudly. To point only to the main 
climax of the piece, here Wagner combines 
two other themes with that heard on the 
strings, both on woodwind instruments. 
When you can hear these it is sheer delight, 
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as anyone who has heard a _ properly 
balanced performance will agree. In the 
present circumstances, and in any similar 
performance, Wagner need not have written 
the woodwind parts and the players might 
as well play Pop goes the Weasel for all it 
would matter. And there are a number of 
other places where the balance is similarly 
hopeless. I. believe Wagner himself 
authorised six first violins and corresponding 
lower strings for concert performances of 
the Jdyll—and that’s enough. 

Unfortunately, of all the many other 
recorded versions, only that by the Stuttgart 
Chamber Orchestra (Decca LXT2669) 
avoids this excessive weight of strings, and 
even they use too many for real clarity. 

So this performance gives me no pleasure 
on that score alone. In addition I don’t 
find Markevitch’s rubato at all times con- 
vincing. His way of playing the opening, 
for instance, three bars fast and two slow, 
then another three fast and two slow again, 
is tiresome. And, to turn to another matter, 
the Idyll (about 17 minutes) is short measure 
for a whole 12-inch side. 

The opera excerpts on the reverse side 
need every string you can lay hands on, of 
course, and the body of sound is here 
excellent. Their direction needs little of 
the subtlety that the Jdyll must have and 
Markevitch gets lively and effective per- 
formances. The recording is full and round. 

T.H. 


WAGNER. “Lohengrin ” 

to Acts 1 and 3. “Die Meister- 

singer ”’—Prelude to Act 1. “ Tann- 

hauser ’—Overture. “Die Walk- 
—Ride of the Valkyries. 

Detroit Symphony Orchestra con- 

ducted by Paul Paray. Mercury 

MRL2513 (12 in., 39s. 74d.). 


WAGNER. “ Loh »?>__Prelude to 
Act 3. “Die Walkiire ’—Ride of 
the Valkyries; Magic Fire Music. 
“ Die Meistersinger ’”—Prelude to 
Act 3; Dance of the Apprentices 
and Procession of the Master- 
singers. Philadelphia Orchestra 
conducted by Eugene Ormandy. 
Philips SBR6210 (10 in., 24s.). 

I had hardly finished with one record of 
bits of Wagner (see the review above this 
one) when in came two more. To be taken 
a ride by the Valkyries three times in a 
month is almost too much! 

However, to these latest gatherings of 
orchestral bits from here and _ there. 
Ormandy’s virtuoso approach serves one 
side of his disc very well, the Lohengrin Act 3 
Prelude, the Ride and the Fire Music. It is 
far less successful with the end of Meistersinger 
Act 3 where the desire to make the greatest 
effect leads him into speeds that are too fast. 
There is no feeling of the Ldndler in the 
apprentices’ dance and the Masters process 
with a businesslike air rather than with 
dignity. 

‘The Prelude to this Act would be well 
played were it not for an appalling scoop 
down by the ’cellos in their very first bar 
which immediately wrecks the atmosphere 
of this wonderful piece. (This fault is not 
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entirely absent at other appearances of the 
same theme.) 

To return to the other side of the dis:, 
did the Valkyries ride in this manner and 
as fast, by the way, as Markevitch also 
makes them gallop ? Their’s are not horses 
in a Hollywood Western. We are above 
mountain heights and among the gods, 
away from petty human goings-on. Perhaps 
Ormandy and Markevitch argue that as this 
excerpt, as a concert item, lasts far too long 
for its material, the shorter it can be madc, 
the better. A point of view, certainly. 

Paray does not take this view, however, 
and I much prefer his tempo. Indeed, his 
interpretations are all well-judged. His 
violins do not bring off the terribly difficult 
start to the Lohengrin 1st Act Prelude with 
entire success, largely because of vibrato 
from some players that wants better control. 
But the piece as a whole is sensitively done 
and when it comes to the 3rd Act these 
players show not only brilliance but a very 
attractive lightness of rhythm in the middle 
section. (I wish they had put an “ending” 
on to the Prelude, as Ormandy does, rather 
than coming to a stop with quite such a 
bump.) 

Their Meistersinger Prelude to Act 1 has 
dignity but it never gets turgid. The swiftly 
moving but very quiet “ Prize-Song”’ 
theme is just right and the woodwind later 
on again show that lightness of rhythm in 
which they seem to excel. 

Teutonic solemnity is more needed in 
Tannhduser and this performance might 
have had a bit more sustained weight. But 
all in all, a successful disc. 

Both are American recordings, of course. 
The Philips is good of that kind, which 
means that the better your apparatus, the 
better you will be able to make it sound. 
The Mercury is easier and, indeed, makes a 
good sound without trouble: it should 
reproduce well on less resourceful gramo- 
phones. yy. & 
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BACH. Suite No. 1 in C major. Suite 
No. 2 in B minor. Suite No. 3 in 
D major. Suite No. 4 in D major. 
Concertgebouw Orchestra con- 
ducted by Eduard van Beinum. 
Philips ABL3 136-7 (two 12 in., 76s. 6d.) 
Munich P.A., Redel (6/56) DTL93073-4 


Philharmonia, Klemperer (4/55) 38CX1239-40 
RCA Orch. Reiner (10/56) (H) ALP1382-3 


This version of the Bach orchestral 
Suites has all the pedestrian virtues: it is 
decently played and decently recorded. 
And the trumpets play cleanly and in tune, 
and are well balanced with each other and 
with the rest of the orchestra. And there.is 


_a harpsichord continuo. 


But eighteenth-century suites consist 
principally of dances, of entertainment 
music; and can anybody ever have 
possibly meant entertainment music to 
sound so dull? The Concertgebouw’s 
decent playing never springs to life with a 
sudden burst of vitality; the trumpets 
remain with the timpani in a state of 
permanent respectable balance, never point- 
ing a climax by cutting through the strings 
with a sudden blaze of colour ; the harpsi- 








